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R e a l i ty  and th e  F u t i l i t y  o f ^ s c a p e  in  th e  E a r ly  Short 
S t o r i e s  o f  G a b r ie l  G arc ia  Marquez (66 pp .)
D i r e c to r :  Kenneth C. B r e t t
The purpose o f  t h i s  t h e s i s  i s  to  examine th e  e a r ly  
s h o r t  s t o r i e s  o f  G a b r ie l  G arc ia  Marquez p u b lish ed  un­
d e r  th e  t i t l e  o f  0 jo s  de p e rro  a z u l  w ith  reg a rd  to  
th e  theme o f  escape and th e  n a tu re  o f  r e a l i t y .  Spe­
c i a l  a t t e n t i o n  i s  g iven  to  G arc ia  Marquez’ use o f  p e r ­
so n a l  symbols. This i s  one o f  th e  f i r s t  s tu d i e s  of 
t h i s  c o l l e c t i o n  o f  s h o r t  s t o r i e s .  C onsequently , th e re  
i s  a  la c k  o f  re s o u rc e  m a te r i a l s .
C hapter One i s  a  s tudy  o f  d e a th ,  re v ea led  as  a p a r t  
o f  e x is te n c e  even du rin g  l i f e .  I t  i s  shown to  hold  a 
c e r t a i n  a t t r a c t i o n  f o r  th e  p r o ta g o n is t s  and, a lthough 
th e y  may t r y  to  escape i t  th rough  r a t i o n a l i z a t i o n s ,  
th e y  must e v e n tu a l ly  r e s ig n  them selves to  i t .  Chapter 
Two examines th e  b ro ad er  concep t o f  r e a l i t y ,  both sub­
j e c t i v e  and o b je c t iv e .  G arc ia  Marquez’ p o r t r a y a l  o f  
th e  two r e a l i t i e s ,  t h e i r  r e l a t i o n s h i p  to  each o th e r ,  
and th e  p r o t a g o n i s t s ’ b e l i e f s  concern ing  them a re  s tu d ied  
w ith  r e s p e c t  to  th e  o v e r a l l  theme o f  escape . Escape 
from r e a l i t y ,  d e s i r e d  by th e  p r o ta g o n is t s  in  th e se  
s t o r i e s ,  i s  im p o ss ib le .
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CHAPTER I
DEATH AS A DOMINATING INFLUENCE IN LIFE
The dom inating in f lu e n c e  o f  dea th  i s  a theme 
which ap p ea rs  in  many o f  th e  s t o r i e s  o f  0 jo s  de perro  
a z u l . I n  t h i s  ch a p te r  I  w i l l  d is c u s s  i t s  a p p l ic a t io n  
in  f iv e  s t o r i e s .  In  "La o t r a  c o s t i l l a  de l a  m u e r te ,” th e  
p r o t a g o n i s t ’ s f e a r  o f  d ea th  i s  awakened by th e  dea th  o f  
h i s  tw in b r o th e r .  A s o l i t a r y  woman who aw aits  dea th  i s  
the  p r o ta g o n is t  o f  "A lguien  desordena esas  ro sas"  and 
a n o th e r  s o l i t a r y  woman who more a c t i v e l y  pu rsu es  dea th  i s  
th e  p r o ta g o n is t  o f  "Amargura p a ra  t r e s  sonambulos." In  
"Nabo, e l  negro que h izo  e s p e ra r  a lo s  a n g e le s ,"  a  sm all 
boy i s  u n w il l in g  to  ac cep t h i s  d ea th  , and y e t  ano ther  boy, 
th e  p r o ta g o n i s t  o f  "La t e r c e r a  r e s ig n a c io n ," d ie s  but 
h i s  b o d i ly  fu n c t io n s  a re  p rese rv ed  through a system of 
" a u t o - n u t r i t i o n ."
G arc ia  Marquez im p l ie s ,  through the  use  o f  p e rso n a l  
symbols and h i s  p o r t r a y a l  o f  the  p r o ta g o n i s t s ,  t h a t  l i f e  
and d ea th  .are n o t  m u tu a lly  e x c lu s iv e  c o n d i t io n s  b u t r a t h e r  
a re  i n t e g r a l l y  r e l a t e d .  He d e s c r ib e s  the  bond in  a way 
t h a t  p e rsu ad es  th e  r e a d e r  to  ac ce p t th e  p o s s i b i l i t y  t h a t  
d ea th  i s  n o t  an end to  e x is te n c e  b u t  r a t h e r  an ex ten s io n  
.. . 1
2
or I n t e n s i f i c a t i o n  o f  i t s  most s i g n i f i c a n t  e lem ents. Be­
cause th e  r e a d e r  i s  aware o f  d e a th ,  he i s  a lso  aware o f  a
c e r t a i n  a t t r a c t i o n  which d ea th  h o ld s  f o r  the  p r o ta g o n is t s
f  /o f  th e se  s t o r i e s .  G arc ia  Marquez employs p e rso n a l symbols 
which r e p r e s e n t  th e  d e s i r a b le  q u a l i t i e s  of dea th  and d i s ­
p la y s ,  th rough  th e  use o f  o th e r  symbols and a c t io n s  o f  th e  
v ic t im s ,  th e  s t ro n g ,  in e sc a p ab le  a t t r a c t i o n  th e se  q u a l i t i e s  
have fo r  them. The p r o ta g o n i s t s  may r e s i s t  t h i s  a t t r a c ­
t i o n ,  b u t t h e i r  r e s i s t a n c e  i s  f u t i l e .  At t im es , the p ro­
ta g o n i s t  t a k e s  on th e  t r a i t s  o f  an an im al, sym bolica lly  
im plying th e  t o t a l  absence o f  any w i l l  o r the need to  r e ­
s i s t  d e a th .  The a n t i t h e s i s  o f  t h i s  r e s ig n a t io n  i s  the  de­
s i r e  to  combat d ea th  th rough  r a t i o n a l i z a t i o n s .  I t  i s  a 
h o p e le s s  s t r u g g le  to  minimize th e  dea th  fo rc e .  The p ro­
t a g o n i s t s  e v e n tu a l ly  succumb to  th e  power of d ea th ,  a p ro ­
cess  which i s  d e p ic te d  th rough  th e  use  o f  r e c u r r e n t  images 
and dreams. Through G arc ia  Marquez' t rea tm en t o f  th e se  
a s p e c ts  o f d e a th ,  he r e v e a l s  i t  a s  a fo rc e  which i s  r e s i s t e d  
bu t n e v e r th e le s s  in e sc a p a b le .
The R e la t io n sh ip  Between L ife  and Death 
The r e l a t i o n s h i p  between l i f e  and dea th  i s  one 
which G arc ia  Marquez examines in  many o f  th e  s t o r i e s  o f  
0 .jos de p e r ro  a z u l . The a u t h o r ' s  p o r t r a y a l  o f d ea th , of 
th e  p r o t a g o n i s t ' s  l i f e  and of h i s  i n t e r a c t i o n  w ith  o th e r  
c h a ra c te r s  who seem to  symbolize dea th  sugges ts  t h a t  the 
two s t a t e s  sha re  a number o f  common q u a l i t i e s .  L ife  and 
d ea th  cease  to  be m u tu a lly  e x c lu s iv e  s t a t e s  as  the  p ro ­
t a g o n i s t ,  even d u rin g  l i f e ,  dem onstra te s  c h a r a c t e r i s t i c s  
which a re  commonly in d ic a t iv e  o f  a dead person . As th e  
a u th o r  i l l u s t r a t e s ,  th e  p r o ta g o n i s t  has the  a b i l i t y  to  
m a in ta in  and even s t r e n g th e n  th e s e  c h a r a c t e r i s t i c s  in  
d e a th .  In d eed , even th e  b o rd e r  between l i f e  and death  i s  
n o t  p o r t ra y e d  as  a r i g i d ,  im pene trab le  b a r r i e r  s e p a ra t in g  
two in d iv id u a l  and c o n t r a s t in g  f o rc e s  but r a th e r  as a 
f r a g i l e ,  i n v i s i b l e  pane o f  g l a s s  which p e rm its  an unhampered 
t r a n s m is s io n  o f  in f lu e n c e s  in  th e  same way as s u n l ig h t  
b r ig h te n s  a dark room. G arc ia  M oquez, r a th e r  than  d eve l­
oping th e  d i f f e r e n c e s  between th e  two s t a t e s ,  chooses to 
emphasise th e  s i m i l a r i t i e s ,  im plying t h a t  l i f e  and death  
a re  e q u a l ly  v a l id  s t a t e s  o f  e x is te n c e .
The a u t h o r 's  c h a r a c t e r i z a t i o n s  o f  h i s  p ro ta g o n is t s  
emphasize q u a l i t i e s  which a re  e i t h e r  sym bo lica lly  or t r u e ly  
a s s o c ia te d  w ith  d ea th .  The f a c t  t h a t  some o f  th e  symbols
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t h a t  th e  au th o r  employs a s  a s p e c ts  o f  dea th  a re  more t r a d i ­
t i o n a l l y  a f f i l i a t e d  w ith  l i f e  u n d e rsc o re s  h i s  a t tem pt to  
p a r a l l e l  th e  two s t a t e s .  In  "Nabo, e l  negro que hizo 
e s p e ra r  a lo s  a n ^ e le s ,"  f o r  example, music i s  developed 
by the  a u th o r  as  a symbolic elem ent of d ea th . Drawing 
on th e  image o f  a heaven ly  c h o i r ,  G arc ia  Marquez r e f e r s  
to  th e  c a l l  o f  d ea th  as  a c a l l  to  jo in  a chorus. As
th e  ange l t e l l s  Nabo; "Te estâm es esperando en e l  co ro ."^
3
Sirîlng , however, had a l s o  been a m ajor p a r t  o f  Nabo’ s p r i ­
o r  e x is te n c e :
A l^ p r in c ip io ,  cuando llegcf  a l a  casa  y l e  preguntamos 
que s a b ia  h a c e r ,  Nabo d i jo  que sa b ia  c a n ta r .  Pero 
eso no l e  in t e r e s a b a  a n a d ie .  Lo que se n e c e s i ta b a  
e r a  un muchacho que c e p i l l a r a  l o s  c a b a l lo s .  Nabo se 
quedo, pero  s ig u io  can tando , como s i  lo  hubieramos 
aceptado  p a r a  que c a n ta r a  y eso de ^ c e p i l l a r  lo s  ca­
b a l lo s  no fu e r a  s ino  una d i s t r a c c i o n  que h a c ia  mas 
l iv i a n o  e l  t r a b a j o .2
N abo 's  s in g in g  was h i s  m ajor t a l e n t  in  l i f e ,  and i t s  c lo se  
a s s o c ia t io n  w ith  d e a th ,  a l re a d y  im plied  by th e  heavenly  
c h o i r ,  i s  r e in f o rc e d  by th e  a u t h o r 's  development o f  t h i s  
image. When th e  an g e ls  c a l l e d  Nabo, t h e r e f o r e ,  i t  was 
n o t  to  something a l i e n  to  h i s  e x is te n c e  but r a t h e r  to  a 
c h o i r ,  to  an e x te n s io n  o f  what gave meaning to  h i s  l i f e .  
Nabo i s  n o t  aware t h a t  th e  c h o ir  su g g es ts  a c lo se  r e l a t i o n ­
sh ip  w ith  d ea th  and th e  id e a  o f  jo in in g  a chorus i s  seen 
as  a n a t u r a l  p ro g re s s io n :  "Pero tampoco e x tra n ab a  que 
a lg u ie n  l e  d i j e r a  eso , porque to d o s  lo s  d i a s ,  m ie n tra s
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c e p i l l a b a  lo s  c a b a l lo s ,  in v e n ta b a  canc iones  p a ra  d l s -  
t r a e r l o s .  . . .  S i cuando ca n tab a  a lg u ie n  l e  h u b ie ra  
dicho que lo  l l e v a r i a  a un co ro , no se h a b r ia  so rp re n d id o , " 
This quote  fo llo w s  th e  a u th o r ’ s use o f  music as  a r e f e r ­
ence o f  d e a th ,  and a f f i rm s  th e  n a tu r a ln e s s  o f  Nabo's 
passage  in to  th e  realm  o f  d ea th  f o r  music i s  shown to  be 
a c o n t in u a t io n  and even an i n t e n s i f i c a t i o n  o f  th e  main 
elem ent o f  N abo 's e x i s te n c e .
In  two o th e r  s t o r i e s ,  "Amargura p a ra  t r e s  sonAi- 
bulos" and "A lguien  desordena e sa s  r o s a s , "  Ga r c f a  Marquez 
seeks to  r e v e a l  a  q u a l i t y  common in  both l i f e  and d ea th .
He does n o t  employ a symbolic a t t r i b u t e  as  he d id  in  "Nabo,
/
e l  negro qua h izo  e s p e ra r  a  lo s  ange les"  bu t r a t h e r  a 
more t r a d i t i o n  em otional s t a t e :  s o l i tu d e .  In  th e  s t o r i e s  
o f  t h i s  c o l l e c t i o n ,  dea th  i s  a s s o c ia te d  w ith  abandonment 
and s o l i t u d e ,  a s  can be seen  by th e  way th e  boy in  "Alguien 
desordena e s a s  ro sa s "  d e s c r ib e s  the  d e s o la t io n  o f  the  ce­
m etery ; " .  . . l a  c o l in a  donda l a  gen te  d e l  pueblo  aban-
f
dona a sus m uertos . Es un s i t i o  p e lad o , s in  a rb o le s  ba- 
r r i d o  apenas p o r  l a s  m ig a ja s  p ro v id e n c ia le s  qua re g re sa n  
despues de que e l  v ie n to  ha  pasado ."
In  choosing  to  p o r t r a y  h i s  c h a ra c te r s  in  th ese  
two s t o r i e s  as  p o s se s s in g  th e  s o l i t a r y  p ro p e r ty  o f  dea th  
even d u r in g  l i f e ,  th e  a u th o r  su g g e s ts  th e  s i m i l a r i t i e s
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which e x i s t  between the  s t a t e s  o f  l i f e  and d ea th . Like 
N abo 's  s in g in g ,  th e  s o l i tu d e  o f  th e  p r o ta g o n is t s  in  th e se  
s t o r i e s  se rv e s  to  d e p ic t  dea th  a s  a  n a tu r a l  p ro g re ss io n
f
from l i f e .  The woman in  "Amargura p a ra  t r e s  sonambulos" 
i s  r e p re s e n te d  a s  t o t a l l y  withdrawn and u n w il l in g  o r  un­
ab le  to  sh a re  h e r  l i f e  w ith  anyone :
H abria  s id o  l a  senora  r e s p e ta b le  de l a  ca sa  s i  h u b ie ra  
s id e  l a  esposa  de un buen burgues ô  concubina de un 
hombre punt u a l . Pero se acos tum bro 'a  v i v i r  en una 
s o la  d im ension , como l a  l i n e a  r e c t a ,  acaso porque sus 
v io io s  o su s  v i r tu d e s  no p u d ie ro n  conocerse de p e r f i l . 5
Void o f  human r e l a t i o n s h i p s ,  h e r  l i f e  has become
a one-d im ensiona l e x i s te n c e .  I t  i s  im possib le  r e a l l y  to
know o r  form a r e l a t i o n s h i p  w ith  such a woman, and the
a u th o r  shows t h i s  through th e  vagueness o f  h e r  connection
w ith  th e  th r e e  s le e p w a lk e rs .  I t  i s  im possib le  to  a c e r t a i n
beyond doubt who th e  woman i s .  She sh a re s  a house w ith
th e  th r e e  s le ep w a lk e rs  b u t  i t  i s  n o t  c l e a r  i f  she i s  t h e i r
m other, an o ld e r  s i s t e r ,  o r  p e rh ap s  even t h e i r  nanny.
The woman in  "A lguien  desordena  e s a s  r o s a s ” i s  a lso  very
s o l i t a r y .  She spends some tw enty y ea rs  in  a house a l l
a lone  (e x c e p t ,  o f  co u rse ,  f o r  th e  dead boy in  the  c o m e r ) ,
p ra y in g  to  th e  s a i n t s  and growing r o s e s .  She seems to  go
th rough  a  r i t u a l  s im i la r  to  t h a t  o f  the  Spanish M ystics.
The n a r r a t o r  e x p la in s :  "Tuve que e s p e ra r  c a s i  dos h o ra s  a
/ <
que e l l a  cay era  en e l  e x t a s i s . "  This could be in t e r p r e t e d  
a s  a d e s i r e  on h e r  p a r t ,  l i k e  t h a t  o f  th e  m y s t ic s ,  to
ex p e rien ce  d ea th  and th e re b y  union w ith  God. As was the
case  w ith  th e  woman in  "Amargura p a ra  t r e s  sonam bulos,”
she forms no r e l a t i o n s h i p s  and i s  never seen leav in g  th e
house . Like music in  "Nabo, e l  negro  que h izo  esp e ra r
a lo s  ^ g e l e s ,  s o l i tu d e  i s  p e rce iv ed  a s  a common q u a l i ty
r
o f  l i f e  and d e a th .  To th e  women in  th e se  two s t r d l e s ,  
s o l i tu d e  i s  a chosen e lem ent o f  t h e i r  e x is te n c e s  and, by 
d em o n stra tin g  t h i s  c h o ic e ,  the  a u th o r  ag in  im p lie s  t h a t  
d ea th  must a l s o ,  i f  on ly  su b c o n sc io u s ly ,  be d e s ire d  by 
them. By em phasizing th e  s i m i l a r i t i e s  between the two 
s t a t e s  and by ig n o r in g  th e  d i f f e r e n c e s ,  G arc ia  Marquez 
has p o r tra y e d  d ea th  as  a n a t u r a l  c o n t in u a t io n  o f  e x is te n c e .
The a u th o r ,  however, i s  n o t  co n ten t w ith  merely 
p o in t in g  o u t  q u a l i t i e s  which a re  common to  bo th  s ta te s . .
He r e in f o r c e s  h i s  theme th rough  th e  development o f  r e l a ­
t io n s h ip s  between th e  dying people and o th e r  c h a ra c te r s  
t h a t  symbolize d ea th .  These a l l i a n c e s  a re  sometimes 
those  o f  k in s h ip  and o th e r  tim es th o se  o f  f r ie n d s h ip .
Through th e se  a s s o c i a t i o n s ,  th e  au th o r  evokes images 
which i l l u s t r a t e  a c lo se  t i e  between l i f e  and dea th .
I n  "Nabo, e l  negro qua h iz o  e s p e ra r  a lo s  a n g e le s ,"  th e  
p resen ce  o f  d ea th  i s  r e p re s e n te d  by a mute g i r l ;  " . . .  
l a  n in a  no p o d ia  cam inar, no re c o n o c e r ia  a n a d ie ,  no d e j a r i a  
de s e r  l a  n in a  m uerta  y s o la  que o ia  l a  o r to fo n ic a ,
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mirando f r ia m e n te l a  pared  . . ." As t h i s  quote i n d i ­
c a t e s ,  because o f  h e r  a lm ost complete m ental and p h y s ic a l  
degeneracy , th e  g i r l  i s  as  c lo se  to  dea th  as  any l iv i n g  
c r e a tu r e  can g e t .  Her only  a c t i v i t y  i s  l i s t e n i n g  to  mu­
s i c ,  a l re a d y  d isc u sse d  as  b e in g  c lo s e ly  r e l a t e d  to  d ea th .  
She p o s s e s s e s  only  th e  most rud im en tary  o f  human q u a l i t i e s ,  
a f e a tu r e  which th e  au th o r  a s s o c i a t e s  w ith  th e  s t a t e  of 
n e a r -d e a th  and which w i l l  be d iscu ssed  l a t e r  in  t h i s  chap­
t e r .  L ike N abo 's s in g in g ,  th e  g i r l  i s  a c o n s ta n t  in  h i s  
e x i s te n c e  th rough  which he i s  b rought even c lo s e r  to  a 
bond w ith  d e a th .  I n  a d d i t io n  to  t h e i r  common a s s o c ia t io n  
w ith  m usic , th e  a u th o r  p o r t r a y s  them as  being a f f i l i a t e d  
in  a way t h a t  goes beyond what was thought p o s s ib le  by 
o th e r  c h a r a c te r s  in  the  s to r y .  Although th e  g i r l  i s  mute, 
she u t t e r s  th e  word "Nabo" tw ice  in  the  s to ry .  As the  
n a r r a t o r  r e v e a l s ,  t h i s  i s  th e  on ly  word t h a t  she had
g
le a rn ed  to  say in  h e r  l i f e .  Nabo s in g s  to  th e  g i r l  and 
winds th e  gramophone f o r  h e r .  E v e n tu a l ly ,  th e  g i r l  le a rn s  
to  wind th e  gramophone f o r  h e r s e l f ,  evidence o f  t h e i r  
s p e c ia l  a b i l i t y  to  communicate. Nabo seems to  be th e  
companion— i f  n o t  th e  s e rv a n t— o f  d ea th .
Nabo i s  a l s o  a s s o c ia te d  w ith  a b lack  man who, as  
an a n g e l ,  i s  c a l l i n g  Nabo to  d e a th .  As w ith  Nabo and the  
mute g i r l ,  music i s  a c e n t r a l  p a r t  o f  th e  b lack  m an 's  ex­
i s t e n c e .  He had been a member o f  a band t h a t  p layed in
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th e  p la z a  on Satu rday  n ig h t s .  A f te r  he l e f t  th e  band,
he t e l l s  Nabo: "Yo no p o d ia  v o lv e r  a l a  p la z a ,  a p esa r
de que e ra  lo  un ico  que v a l i a  l a  p e n a . T h e  two share
th e  p re o c c u p a tio n  w ith  d e a th ,  a s  r e p re s e n te d  by music,
and a l s o  th e  common p h y s ic a l  c h a r a c t e r i s t i c  o f  sk in  c o lo r .
More im p o r ta n t ly ,  however, they  sh a re  a kind o f  psychic
p re se n c e ,  an unconscious aw areness o f  each o th e r .  This
r e l a t i o n s h i p  i s  one which Nabo and th e  b lack  man do n o t
r e a l i z e  u n t i l  i t  i s  i n t e r r u p te d .  Although Nabo went to
see th e  b la ck  man every  S a tu rd ay , th e  b lack  man was n o t
aware o f  N abo 's  p resence  u n t i l  a f t e r  he l e f t  th e  band:
Nabo d i j o :  "Es v erd ad , pero  yo c r e i a  que yo lo  v e ia  
a u s te d  y u s te d  no me v ep a ."  Y e l  hombre d i jo :  .
"Nunca t e  v i ,p e r o  d espues , cuando de je  de i r , ^ s e n t i  
como s i  a lg u ie n  h u b ie ra  dejado de verme lo s  s a b a d o s . " ! ^
The two a re  a l s o  s im i la r  in  t h a t  they  a re  ab sen t from a 
group. As th e  b la c k  man i s  a b se n t  from h i s  e a r th ly  band, 
so i s  Nabo a b s e n t  from th e  heavenly  c h o i r .  They seem to  
be d e s t in e d  to  e x i s t  on th e  same p la n e — n e i th e r  f e e l s  
com ple te ly  com fo rtab le  w ith o u t  th e  o th e r .  Nabo went to  
th e  p la z a  f o r  s e v e ra l  weeks a f t e r  th e  b lack  man had l e f t  
and th e  b la c k  man i s  now t r y in g  to  g e t  Nabo to  jo in  him 
in  d ea th .  Like th e  r e l a t i o n s h i p  between Nabo and th e  
mute g i r l ,  t h i s  one between Nabo and th e  b lack  man r e p re ­
s e n t s  a bond between Nabo and d e a th .
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A d e f i n i t e  bond o f  k in sh ip  e x i s t s  between the  
p r o ta g o n i s t  o f  "La o t r a  c o s t i l l a  de l a  muerte" and ano ther  
c h a ra c te r  p e r s o n i fy in g  d e a th .  In  t h i s  s to ry ,  dea th  i s  r e ­
p re s e n te d  by th e  p r o t a g o n i s t ’ s dead tw in . By p o r t ra y in g  
dea th  as  a r e l a t i v e ,  G arc ia  Marquez su g g e s ts  t h a t  a s im i la r  
bond e x i s t s  between th e  s t a t e s  o f  l i f e  and d e a th .  He em­
p h a s iz e s  t h i s  r e l a t i o n s h i p  by c h a r a c te r i z in g  i t  a s  one 
which has su rv ived  th e  passage  o f  t im e:
. . . e s t u v o  con e l  en l a  sangre  de sus cu a tro  p a re s  de 
b is a b u e lo s  y v ino  desde e l  a t r a s ,  desde e l  p r in c ip l e  
d e l  mundo, so s ten ie n d o  con su m is te r io s a  p re se n c ia  
todo e l  e a u i l i b r i o  u n iv e r s a l .  P od ia  s e r  <̂ ue e l  e s tu -  
v i e r a  con l a  sangre  de I s a a c  y Rebeca, que fu e ra  su 
o t ro  hermano e l  que n a c io  trabado  en su ca lca n a l ,  y 
que v ino  dando tumbos de g en e rac io n  en g en e rac io n , no- 
che a noChe, de beso en beso ,yde  amor en amor, des-  
cendiendo p o r  a r t e r i a s  y t e s t i c u l e s  h a s ta  l l e g a r ,  como 
en un v i a je  n o c tu rn e ,  a  l a  m a tr iz  de su madré r e c i e n te .
hThrough the  a u th o r ’ s e s ta b l i s m e n t  o f  such a s tro n g  b io lo g ic a l
l i n k  between th e  two b r o th e r s ,  i t  i s  im plied  t h a t  l i f e  and
h
d ea th  a re  n o t  m u tu a lly  e x c lu s iv e  c o n d i t io n s  but r a t b r  two 
modes o f  a common e x is te n c e :  "La sep a rac io n  de lo s  dos
cuerpos en e l  e sp ac io  no e r a  mas que ap a re n te ,  cuando, en
/  / 12 r e a l i d a d ,  ambos t e n ia n  una n a tu r a le z a  u n ic a ,  t o t a l .
G a rc ia  Marquez a l s o  deve lopes th e  p h y s ic a l  bond between
th e  two b r o th e r s  by f re q u e n t  r e f e r e n c e s  to  the p r o t a g o n i s t ’ s
b e l i e f  t h a t  h i s  dead tw in  i s  h i s  r e f l e c t i o n :  " Sent A. l a
e x t ra n a  se n sa c io n  de que sus p a d r e ^ a b ia n  e x t ra id o  d e l
esp e jo  l a  imagen suya, l a  que veifa r e f l e j a d a  en e l  c r i s t a l
11
13cuando se a f e i t a b a . "  As th e  p r o ta g o n is t  views th e  s i t ­
u a t io n ,  th e  dead tw in  i s  n o t  an independent being bu t 
r a t h e r  a p a r t  o f  th e  p r o ta g o n i s t .  The t i t l e ,  "The Other 
Rib o f  D ea th ,” evokes a  s im i la r  image. In  th e  p r o t a g o n i s t ' s  
dream, th e  dead tw in  ap p ears  d re sse d  as  a woman, c re a t in g  
a s i t u a t i o n  which p a r a l l e l s  the  b i b l i c a l  s to ry  o f  Adam 
and Eve. As Eve was a  p a r t  o f  Adam ( h i s  r i b ) ,  so i s  the  
dead tw in  a p a r t  o f  th e  p r o ta g o n i s t .  I n  the  l a t t e r ,  how­
e v e r ,  i t  i s  a  r i b  o f  d e a th ,  n o t  a r i b  o f  l i f e .  T heir  k in ­
sh ip  i s  one o f  d e a th .  I t  i s  t h i s  awareness which prompts 
th e  p ro ta g o n is t ,  to  r e a l i z e  h i s  own m o r ta l i ty ,  th u s  sub­
merging him in  a c o n f l i c t  which w i l l  be d isc u sse d  l a t e r  
in  t h i s  c h a p te r .
In  th e  case  o f  "A lguien  desordena esas  r o s a s ,"  the  
boy who r e p r e s e n t s  dea th  i s  n o t an a c tu a l  r e l a t i v e  o f  
th e  woman, a l th o u g h  th e  a u th o r  su g g es ts  a bond o f  k in sh ip  
th rough  h i s  p o r t r a y a l  o f  t h e i r  r e l a t i o n s h i p .  E a r ly  in  the  
s to r y ,  th e  boy i s  r e f e r e d  to  as being l i k e  a b ro th e r  to  
th e  woman; "La t r a j e r o n  a l  cu a r to  y le  m ostraron  e l  cada­
v e r  y l e  d i j e r o m  'L lo r a .  Era como un hermano t u y o . ’"^^
The two were a p p a re n t ly  p laym ates as  c h i ld re n  and , in
having them sh a re  th e  house for tw enty  y e a rs ,  G arcia  Marques 
su g g e s ts  t h a t  th e  woman i s  sh a rin g  her  house w ith  dea th .
In  f a c t ,  she, l i k e  Nabo, seems to  be th e  guard ian  of 
d ea th ;
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. . .como s i  por ahora no c u id a ra  d e l nino que com- 
p a r t i o  con e l l a  l a s  t a r d e s  de l a  in f a n c ia ,  s ino  d e l  
n ie to  in v a l id e  que e s t a  acyai, sentado en e l  r in co n  
desde cuando l a  ab u e la  t e n i a  cinco  a n o s . ^ 5
I n  a d d i t io n  to  r e in f o r c in g  th e  image of a c lo se  r e l a t i o n ­
sh ip  between th e  two, th e  a u th o r  i s  a lso  dem onstra ting  
an em otional connection  which s i g n i f i e s  th e  woman’ s pos­
se s s io n  by the  d ea th  fo rc e .  When her  playmate d ie d ,  she 
as  a c h i ld  was in tro d u ced  to  d ea th  and th e  concept o f mor­
t a l i t y ,  an aw areness she was to  c a r ry  throughout h e r  l i f e .
As a woman, spending h e r  l i f e  in  s o l i tu d e ,  she i s  accompanied 
only by th e  boy, by d ea th ,  a fo rc e  which w i l l  u l t im a te ly  
p r e v a i l .
I n  a d d i t io n  to  showing t h a t  l i f e  and dea th  share 
many common q u a l i t i e s ,  G arc ia  Marquez develops a p e rso n a l 
symbol which su g g e s ts  th e  f r a g i l e ,  tenuous border between 
th e  two s t a t e s .  A pane o f  g l a s s ,  as used by th e  au th o r , 
s i g n i f i e s  th e  p ro p in q u ity  o f  l i f e  and dea th  in  t h a t  they  
a re  on ly  sep a ra te d  by an i n v i s i b l e ,  e a s i l y  broken common 
bo rder .
The symbol i s  o f te n  used in  com bination w ith  o th e r  
r e c u r r e n t  images. One o f  th e s e  i s  a c r i c k e t  which the 
au th o r  .' th rough  h i s  re p e a te d  use o f  i t  in  connection  w ith  
dying p eo p le ,  employs to  s ig n i f y  the  c a l l  o f  dea th . In  
"Amargura p a ra  t r e s  sonambulos," the  p ro ta g o n is t  b e l ie v e s  
t h a t  th e  c r i c k e t  i s  push ing  a g a in s t  a w a ll .  This demon­
s t r a t e s  an a t t i t u d e  on th e  p a r t  o f  the  p ro ta g o n is t  th a t
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l i f e  and d ea th  a re  se p a ra te d  by a more co ncre te  border 
(a  w a l l ) ,  which th e  n a r r a t o r  r e f u t e s  by re v e a l in g  t h a t  i t  
i s  a c tu a l ly  a window. G arc ia  Marquez l a t e r  i l l u s t r a t e s  
j u s t  how tenuous the  b o rd e r  i s  when, in  a f a n t a s t i c  e p i­
sode, th e  woman se es  th e  c r i c k e t  in  a m ir ro r  and i s  ab le  
to  p a s s  th rough  th e  m i r r o r ' s  s u r fa c e  in  an e f f o r t  to  reach  
i t ,
Una vez nos d i jo  que h ab ia  v i s t o  e l  g r i l l o  den trp  de 
l a  lu n a  d e l  e s p e jo ,  hund ido , submergido en l a  s o l id a  
t r a n s p a r e n c ia  y que h ab ia  a tra v e sa ^ o  l a  s u p e r f ic ie  de 
c r i s t a l  p a ra  a l c a n z a r lo .  . . . t e n i a  l a  ropa mojada, 
pegada a l  cuerpo , como s i  ac ab a ra  de s a l i r  de un e s -  
ta n q u e .^
Another symbol which th e  a u th o r  u se s  in  connection  with 
d ea th  i s  r a i n .  As w ith  m usic, G arc ia  Marquez ta k e s  a sym­
bo l o f te n  a s s o c ia te d  w ith  l i f e  and employs i t  in  a way 
t h a t  em phasizes i t s  co n nec tion  w ith  d ea th . In  "La o t r a  
c o s t i l l a  de l a  m u e rte ,"  th e  p r o ta g o n is t  sees  th e  r a in  as 
an agen t o f  p u t r e f a c t io n :
En ese momento deseaba  que no l l o v i e r a  mas, . . . por­
que lo  in q u i ta b a  p e n s a r  que pasados quince d ia s ,  cuando 
l a  humedad ernprce a c o r r e r l e  por e l  tu e ta n o ,  ya no 
hab ra  o t ro  hombre i g u a l ,  exactamente ig u a l  a e l  debajo 
de l a  t i e r r a . 1 7
Because th e  p r o ta g o n is t  im agines t h a t  the  r a i n  i s  r o t t i n g
h i s  b r o th e r ,  he a l s o  f e a r s  t h a t  d e a th  w i l l  somehow e x e r t  .
i t s  in f lu e n c e  on him. The au th o r  ag a in  u se s  th e  window to
i l l u s t r a t e  a b o rd e r  a g a in s t  which th e  d eg en era tiv e  power
o f  d e a th ,  as  r e p re s e n te d  by the  r a i n ,  i s  b e a t in g ;  "Oyo,
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a l l a  a fu e r a ,  e l  g o lp e teo  de l a  l l u v i a  c r e c ie n te  que se
v en ia  m a r t i l la n d o  lo s  c r i s t a l e s  de l a  v e n ta m .e n tre a b ie r ta ,
The u l t im a te  passage  o f  a v ic t im  in to  dea th  i s
a lso  o f te n  accompanied by th e  b reak in g  o f  t h i s  g la s s  bas-
/
r i e r .  In  "Nabo, e l  negro que h izo  e s p e ra r  a lo s  an g e le s ,"  
f o r  example, a s  Nabo le a v e s  th e  house en ro u te  to  th e  heav­
en ly  c h o i r ,  he b reaks  a m i r r o r . T h e  th r e e  s leepw alkers  
i n  "Amargura p a ra  t r e s  sonambulos," look ing  ahead to  the 
time when th e  woman w i l l  d i e ,  e n v is io n  a s im i la r  scene;
Quizas f a l t a b a  mucho tiempo p a ra  eso /~su^m uerte_7 
pero l o s  t r e s ,  se n tad o s  en e l  p a t io ,  habriamos dese- 
ado a q u e l la  noche s e n t i r  su l l a n t o  a f i l a d o  y re p e n t in o ,  
de c r i s t ^  r o to ,  a l  menos p a r ^  hacernos l a  i l u s io n  de 
que h a b r ia  nac id  o un (una) den tro  de l a  casa . P ara
c r e e r  que h ab ia  nacido  n u e v a . ^ O
Through h i s  p o r t r a y a l  o f  th e  g la s s  bo rd er  as th e  only one
which s e p a ra te s  l i f e  and d e a th ,  th e  au th o r  dem onstra tes
th e  tenuous n a tu re  o f  t h e i r  r e l a t i o n s h i p .
G arc ia  Marquez b a se s  h i s  exam ination  o f  death  on
th e  r e l a t i o n s h i p  between l i f e  and d ea th . He does t h i s
by em phasizing c h a r a c t e r i s t i c s  which a re  common to  both
s t a t e s  and by drawing p a r a l l e l s  which suggest a bond o f
k in sh ip  between them. As p re se n te d  by th e  a u th o r ,  dea th
i s  v e ry  s im i la r  to  l i f e ,  and any a t tem p t to  se p a ra te  th e
two s t a t e s  i s  f u t i l e .
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The A t t r a c t i o n  o f  Death and
A ttem pts to  R e s i s t  i t
I
/  f
As G arc ia  Marquez d em o n stra te s  a c lo s e  r e l a t i o n ­
sh ip  "between l i f e  and d e a th  and th e  f r a g i l e  n a tu re  o f  the  
b o rd e r  which s e p a r a te s  them, he a l s o  im p lie s  t h a t  death  
must hold a c e r t a i n  a t t r a c t i o n  f o r  th e  p r o ta g o n is t .  To 
in d ic a t e  t h i s  a t t r a c t i o n ,  he employs a  v a r i e t y  o f  images 
t h a t  c o n c e n tra te  on th e  t r e n c h a n t  n a tu re  o f  
d ea th  as  w e ll  a s  d e a t h 's  a f f i l i a t i o n  w ith  th e  e a r th .  As 
he d id  when he i l l u s t r a t e d  the  a s s o c ia t io n  "between l i f e  and 
d e a th ,  G arc ia  Marquez a l s o  d e p ic t s  th e  a t t r a c t i o n  of d ea th  
by showing th e  a t t r a c t i o n  between two opposing fo rc e s .
The c r i c k e t  ap p e a rs  in  many o f  th e se  s t o r i e s  as  
a lu r e  which beckons th e  p r o ta g o n i s t  toward d e a th ,  b u t i t  
i s  most h ig h ly  developed a s  a symbol in  "Amargura p ara
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t r e s  sonambulos." The woman h e a rs  th e  c r i c k e t  and r e ­
v e a l s  h e r  f e a r  o f  i t  by e x e r t in g  a  fo rc e  a g a in s t  i t s
. . . e s t u v o  o ^ n d o  un g r i l l o  p é n é t r a n t s ,  agudo, que 
p a r e c ia  ( a s i  lo  d i^o) d isp u e s to  a tumbar l a  pared de 
su c u a r t o . . . se h ab ia  dormido so s ten ien d o  p o r den tro  
l a  pared  que e l  g r i l l o  e s ta b a  empujando desde a f u e r a . . . 21
The woman i s  a c t u a l l y  f i g h t i n g  th e  c a l l  o f  d e a th .  D e a th 's  
a t t r a c t i o n  i s  s t ro n g e r  th a n  any a t te m p t to  avoid  i t ,  how­
e v e r ,  and th e  woman u l t i m a t e ly  comes to  an accep tance  o f  
i t .  She r e j e c t s  h e r  a t t i t u d e  o f  r e s i s t a n c e  and adop ts  a 
d e s i r e  to  re a c h  th e  c r i c k e t s  "Una vez -nos  d i j o  que h ab ia
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v i s t o  e l  g r i l l o  d en tro  de l a  lu n a  d e l  e sp e jo ,  hundido, 
submergido en l a  s o l id a  t r a n s p a r e n c ia  y que h ab ia  a t r a -  
vesado l a  s u p e r f i c i e  p a ra  a l c a n z a r l o . "22
The c r i c k e t  a l s o  ap p ears  in  "La o t r a  c o s t i l l a  de 
l a  m uerte" where th e  power o f  i t s  c o n s ta n t  c h irp  i s  r e ­
v ea led  as  one which moves the  p r o ta g o n is t  toward a new d i ­
mension o f  uncom plica ted  time and spaces
En e l  r in c o n  un g r i l l o  trasnochado  le v an to  su casca -  
b e l  y llenc^ l a  h a b i ta c io n  con su g a rg an ta  aguda, co r -  
t a n t e . . . i b a  perd iendo  c o n c ie n c ia  de su p ro p ia  e s t ru c -  
t u r a  m a t e r i a l ,  de e s a  s u s t a n c ia  t e r r e n ^  p e s a d a , . . .  
y e l — e l  hombre—h u b ie ra  dejado  sus r a i c e s  m o rta le s  
p a ra  p e n e t r a r  en o t r a s  r a f c e s  mda hondas y f i r m e s . . .  
sumepgiendole a e l  en una nueva y descom plicada 
nocion  de tiempo y e s p a c io . . . 23
The c a l l  o f  th e  c r i c k e t  cau ses  th e  p r o ta g o n is t  to  d i s r e ­
gard h i s  p reo cc u p a tio n  w ith  the  m a te r i a l  world and to  ex­
p e r ie n c e  a n o th e r  s id e  o f  h i s  e x i s te n c e .  Through h i s  use 
o f  th e  c r i c k e t ,  G arc ia  Marquez has  dem onstrated  the  a t t r a c ­
t i o n  o f  d e a th ,  th e  p r o t a g o n i s t ' s  tendency to  r e s i s t  t h a t  
a t t r a c t i o n  and h i s  u l t im a te  co n v e rs io n .
To expand on h i s  theme o f  d ea th  and i t s  a t t r a c ­
t i o n ,  G arc ia  Marquez u se s  images which a re  a s s o c ia te d
w ith  th e  e a r t h  as  th e  u l t im a te  d e s t i n a t i o n  fo r  th e  dying 
p e rso n . The b i b l i c a l  concep t o f  "from d u s t  to  dus t"  i s  
seen in  "La t e r c e r a  r e s i g n a c i o n * " .v . . . h a  perd ido  su p e r ­
f e c t s  anatom ia de v e i n t i c in c o  anos y que se ha co n vertido  
en un pünado de polvo s in  forma, s in  d e f in ic io n  geom etries .
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En e l  p o l v i l l o  b ib l i c o  de l a  m u e r te ."24 the  p ro ta g ­
o n i s t  s e n se s ,  th e  p h y s ic a l  s e l f  i s  only d u s t ,  and, in  
d e a th ,  r e t u r n s  to  th e  e a r t h .  As he moves c lo s e r  to  an 
accep tance  o f  d e a th ,  he f e e l s  h i s  body being  p u l le d  by 
th e  fo rc e  o f  g r a v i t y ,  th e  fo rc e  o f  death* "Se s e n t i a  pe- 
sado, a t r a id o  p o r  una fu e rz a  reclam adora y p o te n te  h a c ia  
l a  p r im a t iv a  s u s t a n c i a  de l a  t i e r r a .  La fu e rz a  de g ra -  
vedad p a r e c ia  a t r a e r l o  aho ra  con un poder i r r e v o c a b le ." ^ ^
By eq u a tin g  th e  d ea th  fo rc e  w ith  g r a v i ty ,  G arcia  Marquez 
p ro v id e s  an analogy  which p o r t r a y s  the  immense and i r r e v e r s ­
i b l e  power o f  th e  fo rc e  o f  d ea th  and in d ic a t e s  th e  f u t i l ­
i t y  o f  t r y in g  to  escape i t .
G ra v i ty ,  a s  r e p re s e n te d  by a f a l l ,  i s  a lso  the  
cause o f  d e a th  in  two o f  th e  s t o r i e s .  In  "Amargura p a ra  
t r e s  sonambulos," th e  woman f a l l s  from a window to  th e  
p a t i o  below. The boy in  "A lguien  desordena e sas  ro sas"  
was k i l l e d  when he f e l l  from a la d d e r .  F a l l in g  may be 
i n t e r p r e t e d  a s  th e  unconsc ious  compliance w ith  th e  a t ­
t r a c t i o n  o f  d e a th .  Through the  a u t h o r 's  use o f  g r a v i ty ,  
d i r e c t l y  and i n d i r e c t l y ,  th e  dominance o f  th e  a t t r a c t i o n  
o f  d ea th  and th e  i n e v i t a b i l i t y  o f  fo llow ing  i t ,  i f  only 
su b c o n sc io u s ly ,  i s  r e v e a le d .
G ra v i ty  and th e  a t t r a c t i o n  o f  the  e a r th  i s  r e ­
in fo rc e d  by th e  v i c t i m 's  a p p e t i t e  f o r  s o i l .  In  "Amargura 
p a ra  t r e s  sonambulos," th e  woman, a f t e r  h e r  f a l l ,  tak es
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in  a m outhful o f  d i r t»  " . . . l a  encontramos boca abajo en 
e l  p a t i o ,  mordiendo l a  t i e r r a  en una dura a c t i t u d  e s ta -  
t i c a . " 2 6 jh e  n a r r a t o r  l a t e r  em phasizes the  r e l a t i o n s h i p  t h a t  
t h i s  a c t  has w ith  d ea th  by say ing  t h a t  th e  d i r t  must have 
t a s t e d  l i k e  sedim ent from a g ra v e .  Although n o t  a c tu a l ly  
e a t in g  d u s t ,  Nabo i s  a l s o  ly in g  on th e  ground» "Nabo e s ta ­
ba de b ru ces  sobre  l a  h ie r b a  m u e r t a , "2? By p la c in g  h i s  
p r o ta g o n i s t s  in  t h i s  p o s i t i o n ,  th e  au th o r  d e p i c t s  an a t -  
t r a c io n  th e y  f e e l  f o r  th e  e a r t h ,  th e  g rav e . He a lso  gave 
one o f  th e  p r o t a g o n i s t s  a  name which r e f l e c t s  t h i s  bond 
w ith  th e  ea r th *  "Nabo" o r  "T u rn ip ."
The r e l a t i o n s h i p  between Nabo and th e  b lack  man 
(se e  page 8 ) a l s o  i n d i c a t e s  th e  a t t r a c t i o n  o f  d ea th .
Nabo had gone to  th e  p la z a  each S atu rday  n i g h t ,  n o t so 
much to  h e a r  th e  music a s  to  see th e  b lack  man; "Nabo ib a  
a l a  p la z a  l o s  sabados en l a  noche, se se n ta b a  en un r i n ­
con, c a l la d o ,  pero  no p a r a  o i r  l a  m usica s in o  p a ra  v e r  a l  
n e g r o . . .  E ra  lo  un ico  qqe h a c ia  despues de c e p i l l a r  lo s  
cab a llo s*  v e r  a l  n e g r o , "28 The en ticem en t o f  th e  b lack  
man, a l re a d y  a s s o c ia te d  w ith  d e a th ,  im p l ie s  Nabo's s tro n g  
a t t r a c t i o n  to  d e a th .
The images and symbols used  by th e  au th o r  show th e  
a t t r a c t i o n  o f  d e a th .  The p r o t a g o n i s t s  may r e s i s t  the  a t ­
t r a c t i o n ,  b u t  th e y  in v a r i a b ly  succumb to  i t ,  the reby
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e x p re s s in g  th e  i n e v i t a b l e  and sometimes subconscious 
need to  y i e ld  to  th e  fo rc e  o f  d e a th .  As G arc ia  M oquez 
p r e s e n t s  d e a th ,  i t  i s  n o t  only  in e sca p a b le  b u t  i t s  a t t r a c ­
t i o n  f o r  th e  l i v i n g  i s  im p o ss ib le  to  deny.
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Death as  th e  Gradual Loss o f  Human T r a i t s
A human being  i s  capab le  o f  th in k in g ,  i s  emo­
t i o n a l  and th e r e f o r e  d i f f e r e n t  from o th e r  an im als . Un­
l i k e  th e  b e a s t s ,  he i s  r a t i o n a l l y  aware o f  dea th  and, 
being em o tio n a lly  p lagued by th e  concep t, t r i e s  to  escape 
i t  by avo id ing  any th o u g h t about d ea th .  The p ro ta g o n is t  
in  "Amargura p a ra  t r e s  sonambulos" and Nabo, a f t e r  f i n a l ­
l y  r e s ig n in g  them selves to  t h e i r  m o r t a l i t y ,  a re  f re e d  of 
th e  f e a r  o f  d e a th .  At th e  same tim e , however, they  g rad ­
u a l l y  assume t r a i t s  which a re  c h a r a c t e r i s t i c  o f  an im als , 
G arc ia  Marquez’ method o f  r e p r e s e n t in g  th e  p ro cess  o f  
dehum anization . In  "La o t r a  c o s t i l l a  de l a  m uerte ,"  
th e  d ea th  o f  th e  p r o t a g o n i s t ’ s b ro th e r  i s  r e l a t e d  in  terras 
which emphasize the  p h y s ic a l ,  a n i m a l i s t i c  agon ies : "Lo
v io  r e to r c e r s e  como un p e rro  m alherido  debajo  de l a s  saba-
29n a s , . . .  sus m ace te ros  de anim al a g o n iz a n te ."   ̂ As th e  au th o r  
c h a r a c te r i z e s  him, the  v ic t im  e x h i b i t s  no d i s c e r n ib le  human 
f e a t u r e ,  u n d e r l in in g  th e  r e t u r n  to  an animal s t a t e  while 
in  th e  g r ip s  o f  d ea th .
T his  theme o f  dehum anization  i s  developed more 
tho rough ly  in  "Nabo, e l  negro  que h izo  e s p e ra r  a lo s  an­
g e l e s . "  Nabo i s  k icked  i n  th e  head by a horse  and t h i s  
blow i s  p e rce iv ed  as  th e  cause o f  Nabo’ s a n im a l i s t i c  q u a l­
i t i e s :  " . . .como s i  l a  p a ta d a  l e  h u b ie ra  comunicado l a
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to rp e z a  y se l e  h u b ie ra  in c ru s ta d o  en l a  f r e n t e  to d a  l a  
e s tu p id e z  de lo s  c a b a l lo s :  l a  a n im a l id a d ."30 In  f a c t ,  Nabo 
b e a rs  th e  im p r in t  o f  th e  ho rse  shoe on h i s  fo rhead  through­
ou t th e  e n t i r e  s to r y ,  an^ image t h a t  c o n s ta n t ly  b r in g s  to  
mind th e  f a c t  o f  N abo 's  weakened m ental c o n d i t io n .  The 
occupan ts  o f  th e  house a l s o  re g a rd  Nabo as  more animal 
th an  human and th e y  lo ck  him in  a  room and t i e  h i s  hands 
and f e e t  " ...com o s i  f u e r a  un c a b a l lo ." ^ ^  During h i s  in ­
c a r c e r a t i o n ,  N abo 's  on ly  o b se rv ab le  p u r s u i t  i s  e a t in g ,  a  
f e a tu r e  which a l s o  i n d i c a t e s  h i s  minimal e x i s te n c e .  The 
p ro c e s s  o f  dehum anization  cu lm in a tes  a t  th e  end o f  th e  
s to r y  w ith  N abo 's e x i t  from h i s  room:
. . . e l  enorme negro  b e s t i a l . . . s a l i o  a t ro p e l la n d o s e  por 
encima de lo s  m u e b le s . . .v o c ife ra n d o  por lo s  co r re d o re s  
. . . y  l l e g d  a l  p a t i o . . . despues de h ab e rse  l le v a d o  con  ̂
e l  hombro e l  e sp e jo  de l a  s a l a . . . y  c o r r io  s in  d i r e c c io n  
como un c a b a l lo  vendado, buscando in s t in t iv a m e n te  l a  
p u e r ta  de l a  c a b a l l e r i z a  que qu ince anos de e n c ie r ro  
h ab ian  borrado  de su memoria pero  no de sus i n s t i n t o s . . . 3 2
Nabo i s  compared to  a h o rs e ,  fu n c t io n in g  on ly  by 
i n s t i n c t  and d is p la y in g  on ly  th e  v i o l e n t  c h a r a c t e r i s t i c s  
o f  an an im al. Through h i s  p o r t r a y a l  o f  h i s  p r o ta g o n is t ,  
th e  au th o r  , has  c r e a te d  an image which r e p r e s e n t s  th e  
n e g a t io n  o f  th e  r a t i o n a l  human q u a l i t i e s  which r e s i s t  th e  
concept o f  d e a th .
In  "Amargura p a r a  t r e s  sonam ulos," G arc ia  Marquez 
does n o t  c h a r a c te r i z e  th e  woman a s  an anim al except in  one 
remark by th e  th r e e  s le e p w a lk e rs  in  which th ey  n o te  h e r  
" t r a n s i t e  h a c ia  l a  b e s t i a . " ^ ^  I n s te a d ,  he d e s c r ib e s
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c a p a b i l i t i e s .  She say s ,  f o r  example; "No v o lv e r ^  a son- 
r e i r "  and "Me quedare aq u i”, s e n ta d a ." ^ ^  Like th e  mute 
g i r l  in  "Nabo, e l  negro que h izo  e s p e ra r  a lo s  an g e le s ,"  
th e  woman i s  f o r  a l l  p r a c t i c a l  pu rposes dead, a lthough  she 
rem ains t e c h n ic a l l y  a l i v e .  She, l i k e  Nabo, i s  going 
th rough  a p ro c e s s  o f  dehum anization  which i s  to  be con­
cluded b e fo re  she e n t e r s  th e  realm  o f  d ea th . Unlike Nabo, 
whose d e g e n e ra t io n  in to  an anim al s t a t e  i s  in v o lu n ta ry ,  
h e r  dehum anization i s  r a t i o n a l l y  i n f l i c t e d .  She w i l l in g ly  
l i m i t s  h e r  a s s o c i a t i o n  w ith  o th e r  peop le  and g ra d u a l ly  
d e p r iv e s  h e r s e l f  o f  human c o n ta c t .  In  the  p ro c e s s  o f  
doing so , she su p p re sse s  h e r  human i n s t i n c t s .  The th re e  
s le ep w alk e rs  come to  u n d ers tan d  t h i s  p ro c es s  as  they  look 
ahead to  th e  woman's d ea th  and imagine th e  s te p s  she w i l l  
tak e  in  dying:
E ra  como s i  tu v ie ra m o ^  l a  ce rtidum bre  de que mas ta rd e  
nos d i r i a :  "No v o lv e r ^  a ver"  o q u iz a :  "No vo lvere  a 
o i r "  y supi é r  am os que e r a  lo  s u f i c i e n t e  humana p a ra  i r  
e lim inando a v o lu n tad  su s  fu n c io n es  v i t a l e s ,  y que, e s -  
pontaneam ente, se i r i a  acabando se n tid o  a s e n t id o ,  
h a s ta  e l  d ia  en que l a  encontraram os r e c o s ta d a  a l a  
pared como s i  h u b ie ra  dorraido p o r  p rim er vez en su
v id a .
The a u th o r ,  th rough  h i s  p o r t r a y a l  o f  th e  v ic t im s  
in  th e se  two s t o r i e s  shows how th e  p ro c e s s  o f  dea th  may 
in v o lv e  th e  l o s s  o f  human q u a l i t i e s .  These images convey 
both  th e  im passive c o n d i t io n  o f  th e  p r o ta g o n is t  and th e  
p h y s ic a l  b r u t a l i t y  o f  d e a th .
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The R a tio n a l  and the  I r r a t i o n a l ;
C o n f l ic t  and Attempted Escape
I n  th e  s t o r i e s  o f  O.jos de perro  a z u l , a s  G arc ia
/
Marquez su g g e s ts  by h i s  p o r t r a y a l  o f  the  dying people as
b e a s t s ,  th e  f e a r  o f  dea th  seems to  be an i r r a t i o n a l  fo rce
which c o n f ro n ts  th e  p r o ta g o n i s t s .  Combatting the  f e a r  o f
d e a th  i s  th e  a t tem p t on th e  p a r t  o f  th e  p ro ta g o n is t  to
r a t i o n a l i z e  d e a th .  'The p r o ta g o n i s t  would l i k e  to  avoid
th e  ensu ing  c o n f l i c t  by r e p r e s s in g  th e  i r r a t i o n a l  f e a r  but
escape i s  im possib le  because th e  concept o f  d ea th ,  which
th e  a u th o r  sym bolizes by dreams, odo rs , and n o is e s ,  i s
s t r o n g e r  th an  any a t tem p t to  avoid i t .
As we have seen , G arc ia  Marquez p e r s o n i f i e s  dea th
i n  "La o t r a  c o s t i l l a  de l a  m uerte" a s  the  p r o t a g o n i s t ' s
dead tw in . The f e a r  o f  d e a th ,  th e n ^ is  re p re se n te d  by the
m an 's  f e a r  o f  h i s  dead b r o th e r ;  "Y ahora , cuando ya lo
hab ian  dejado a l i a ,  en su p a r c e la  de t i e r r a ,  con lo s  p a r -
I /pados e s trem ec id o s  de l l u v i a ,  ahora  t e n i a  miedo de el."-^
The p r o ta g o n is t  has w itn essed  th e  dea th  of h i s  twin and 
t h i s  has a p p a re n t ly  awakened h i s  subconscious f e a r  o f  death . 
T his  f e a r  m a n ife s ts  i t s e l f  to  th e  p r o ta g o n is t  in  a dream 
where he i s  t r a v e l in g  by t r a i n  th rough  a s u r r e a l  coun try ­
s id e  o f  r a z o r  and s c i s s o r - b e a r in g  t r e e s .  He sees  h i s  tw in 
runn ing  hard to  reac h  th e  t r a i n .  He then  removes th e  head
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o f  a tumor and e x t r a c t s  a long , ye llow , g reasy  cord» 
Meanwhile, th e  t r a i n  has been com ple te ly  vaca ted  w ith  the  
ex c ep tio n  o f  h i s  tw in  who, d re s se d  as  a woman, i s  seated  
in  f r o n t  o f  a  m i r r o r  t r y in g  to  remove h i s  l e f t  eye w ith  
a s c i s s o r s .  In  r e a l i t y ,  a s  in  th e  dream, th e  p ro ta g o n is t  
i s  be ing  pursued by th e  id e a  o f  d e a th  as  p e r s o n i f ie d  by 
h i s  dead b r o th e r .  L a te r  in  th e  s to r y ,  the  r a z o r s  and s c i s ­
s o r s ,  a s  w e ll  a s  th e  image w ith  th e  eye, a re  a s so c ia te d  
w ith  a b a rb e r  who was c a l l e d  to  shavt. th e  dead tw in and 
to  c lo s e  h i s  eyes  w ith  a  s c i s s o r s .  By having th e  p ro ta g ­
o n i s t  m i s i n t e r p r e t  t h i s  ep isode  in  h i s  dream, G arcia  Marquez 
d em o n stra te s  th e  i r r a t i o n a l  n a tu re  o f  the  f e a r  and p ro ­
v id e s  a background which e x p re s se s  i n  v i s u a l  term s the  
subconscious s t a t e  o f  th e  p r o ta g o n i s t .
F urtherm ore , th e  a u th o r  employs a s e t  o f  symbolic 
odors to  i l l u s t r a t e  thfe c o n f l i c t  between dea th  and th e  p ro ­
t a g o n i s t ' s  w i l l  to  l i v e .  R ep ea ted ly , the  confused odors of 
v i o l e t s  and formaldehyde ( r e p re s e n t in g  death) from the 
n ex t room and o f  blossoming f lo w ers  ( r e p re s e n t in g  l i f e )  
from th e  garden below f i l l  h i s  room in  an e f f o r t  to  
awaken him to  co n sc io u s  r e a l i t y :  "Un ac re  o lo r  a v i o l e t a
y a form aldehido v e n ia ,  ro b u s to  y ancho, desde l a  o t r a  ha-
% - /  
b i ta c io n  a co n fu n d irse  con e l  aroma de f l o r e s  r e c ie n  a b ie r -
t a s  que mandaba e l  j a r d in  am an ec ien te ."^^  A f te r  each
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a t tem p t by th e  p r o ta g o n i s t  to  escape th e  thought o f  d ea th ,  
th e  n a r r a t o r  d e s c r ib e s  th e  odors as  s t ro n g e r  and more r e ­
pugnant, a tech n iq u e  which r e v e a l s  th e  in c re a s in g  domina­
t io n  o f  th e  i r r a t i o n a l  f e a r  o f  d e a th .  I t  was, a s  the  
n a r r a t o r  say s ;  "un te lo n  de fondo que perm anecia  f i j o  
d e t r a s  de l o s  o t r o s  pensam ien tos.
The dominance o f  th e  i r r a t i o n a l  f e a r  o f  d e a th ,  
however, i s  opposed by th e  d e s i r e  o f  the  p ro ta g o n is t  to  
escape any th o u g h to f  d e a th .  Reasonably enough, he b e l ie v e s  
t h a t  he can su p re ss  t h i s  f e a r  by c o n c e n tra t in g  on a t r i v i a l  
a s p e c t  o f  o b je c t iv e  r e a l i t y  which w i l l  enable him to  en­
t e r  a p e a c e fu l  sleep* " . . . i n x e n t c f  buscar un tema t r i v i a l  
p a ra  h u n d irse  o t r a  vez en e l  sueno que se habxa in te rru m - 
pido m inutos a n te s .  P od ia  p e n sa r ,  p o r  ejem plo, que den tro  
de t r è s  h o ra s  tengo que i r  a l a  a g e n d a  f u n a r ia  a c a n c e la r  
lo s  g a s to s ." ^ ^  By choosing  a though t so c lo s e ly  a sso ­
c ia te d  w ith  d e a th ,  th e  a u th o r  r e in f o r c e s  th e  k ind  o f  "heavy 
c u r ta in "  which th e  f e a r  o f  dea th  i s  in  th e  s to r y  but nev er­
t h e l e s s  a l lo w s  th e  p r o ta g o n i s t  to  l u l l  h im se lf  to  sleep*
En e l  r in c o n  un g r i l l e  trasnochado  le v a n to  su ca sca b e l 
y l le n o  l a  h a b i ta c ié n  con su g a rg a n ta  aguda, c o r ta n te  
. . . ib a  perd iendo  c o n c ie n c ia  de su p ro p ia  e s t r u c tu r a  
m a te r i a l ,  de e sa  s u s ta n c ia  t e r r e n a ,  p e s a d a , . . . y  e l  — 
e l  hombre— h u b ie ra  dejado  sus  r a i c e s  m o r ta le s  p a ra  
p e n e t r a r  un o t r a s  r a i c e s  mas hondas y f i r m e s . . .  sü- 
m erg iéndole  a e l  en u n a n u e v a  y descom plicada nocion 
de tiempo y e s p a c i o . . .
S ev era l  tim es  th e  confused odors sym bolizing  th e  c o n f l i c t
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between l i f e  and dea th  draw him out o f  t h i s  a ttem pted  
escape , b u t ,  a s  i n  th e  case  o f  th e  e a r l i e r  dream about 
th e  t r a i n ,  th e  v e ry  s le ep  world which i s  the  o b je c t  o f  
t h i s  a t tem p ted  escape b r in g s  th e  p r o ta g o n is t  c lo s e r  to 
an en co u n te r  w ith  d ea th .  Once he le a v e s  h i s  p h y s ic a l ,  
m o r ta l  r e a l i t y  behind d u r in g  h i s  dream, he i s  now able  
to  examine h i s  subconsc ious .
There i s  a change in  the  p r o t a g o n i s t ’ s m ental a t ­
t i t u d e  as  he b eg in s  to  examine h i s  i r r a t i o n a l  f e a r  o f  
d e a th .  Submerged in  t h i s  s tu d y , he g ra d u a l ly  lo # # #  h is  
r a t i o n a l i t y .  He rev iew s h i s  b r o t h e r ’ s dea th  and r e ­
members th e  p a in  caused by th e  tumor. This causes him 
to  f e e l  a tumor in  h i s  own stomach and he th e o r iz e s ,  
s t i l l  r a t i o n a l l y ,  t h a t  he may f a l l  v ic t im  to  th e  same 
f a t e  a s  h i s  b r o th e r  d id .  He beg ins  to  f e e l  a p h y s ic a l  
co n n ec tio n  w ith  h i s  b ro th e r ,  and th e r e f o r e  w ith  d ea th , 
which goes beyond th e  b o u n d arie s  o f  lo g ic .  Moving now 
in to  an i r r a t i o n a l  e x p lo ra t io n  o f  th e  p o s s ib le  e f f e c t s  
o f  t h i s  l in k  w ith  h i s  dead b r o th e r ,  the  p ro ta g o n is t  theo­
r i z e s  t h a t  he and h i s  dead tw in  can e x e r t  in f lu e n c e  on. 
each o t h e r ’ s p h y s ic a l  c o n d i t io n .  The p o s s i b l i t i e s  th a t  
th e  p r o ta g o n is t  o f f e r s  a re  t h a t  he cou ld , w ith  h i s  l i f e  
f o r c e ,  keep h i s  tw in  from r o t t i n g ;  both  b ro th e r s  might de­
cay; o r  th e  dead b ro th e r  m ight rem ain i n t a c t  w hile  th e  l i v e  
tw in  decays. D em onstra ting  th e  p r o t a g o n i s t ’ s i r r a t i o n a l
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f e a r ,  th e  a u th o r  has him choose th e  l a s t  o f  th e se  p o s s i ­
b i l i t i e s ,  3- cho ice  which a l s o  in d i c a t e s  th e  p r o t a g o n i s t ' s  
a b j e c t  r e s ig n a t io n  to  d e a th .  In  t h i s  i r r a t i o n a l  s t a t e ,  
th e  p r o ta g o n is t  c o n s id e r s  h im se lf  f re e  o f  th e  c o n f l i c t  
which h i s  r a t i o n a l i z a t i o n s  have caused: "Resignado, oyo"
l a  g o ta ,  g rues^  e x a c ta ,  que go lpeaba  en e l  o t ro  mundo,
4 len e l  mundo equivocado de lo s  an im ales  r a t i o n a l e s . "
Although th e  p r o ta g o n i s t  has  u n s u c c e s s fu l ly  a ttem pted  to  
avoid h i s  f e a r  o f  d ea th  th roughou t th e  s to ry ,  he f in d s  
u l t im a te  peace i n  h i s  r e s ig n a t io n  to  dea th .
The theme o f  a r a t i o n a l  a t tem p t to  avoid dea th  
r e a p p e a r s  in  "Amargura p a r a  t r e s  sonambulos" and "Nabo,
r
e l  negro que h iz o  e s p e ra r  a  lo s  a n g e le s ."  In  "Amargura
p a r a  t r e s  sonambulos," th e  r a t i o n a l  a t tem p t i s  on th e  p a r t
o f  th e  th r e e  s le e p w a lk e rs  who a re  a t  f i r s t  u n w il l in g  to
a c c e p t  th e  m o r t a l i t y  o f  th e  woman: "S i po r  lo ^  menos tu v ie -
/
ramos v a lo r  p a r a  d e s e a r  su m uerte , pensabamos a coro . Pero
l a  queriamos a s i ,  f e a  y g l a c i a l  como una mezquina c o n t r i -
/■ h2bucion  a n u e s t ro s  o c u l to s  d e f e c to s . "  Because
o f  t h e i r  suggested  in d i f e r e n c e  to  h e r  in  l i f e ,  t h e i r  "h id ­
den d e f e c t , "  th e y  f e e l  a  need to  ho ld  on to  h e r ,  to  b r in g  
h e r  back in to  th e  world o f  the  l i v i n g .  R a t io n a l ly ,  they  
t h e o r i z e  t h a t  tKy m ight be ab le  to  r e p a i r  th e  border be­
tween l i f e  and d e a th ,  a s  symbolized by g la s s :  " . . . n o s
sentamos ju n to  a  e l l a ,  nos pusimos a c a n ta r  y a b a t i r  palmas
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como s i  n u e s t r a  g r i t e r i a  p u d ie ra  s o ld a r  lo s  c r i s t a l e s  e s -  
p a r c id o s ."  The a t t r a c t i o n  to  d e a th ,  symbolized by the  
woman's a t t r a c t i o n  to  th e  c a l l  o f  th e  c r i c k e t ,  i s  a lso  
co n s id e red  by th e  th r e e  s le e p w a lk e rs  as  something t h a t  
they  can co u n te rac t*  "S in  p r e te n d e r  e x p l ic a rn o s  e l  feno- 
meno reso lv im o s  acab a r  con l o s  in s e c to s  de l a  casa ; des-  
t r u i r  l o s  o b je to s  que l a  o b se s io n a b a n ." The th r e e  s le e p ­
w alkers  supply  th e  r a t i o n a l  fo rc e  b u t  they  a re  unable  to  
combat s u c c e s s f u l ly  th e  dominant i r r a t i o n a l  r e s ig n a t io n  
o f  th e  woman to  d ea th  They m ust, l i k e  the  p ro ta g o n is t  
in  "La o t r a  c o s t i l l a  de l a  m uerte" u l t im a te ly  accep t what 
th ey  can n o t  change.
Nabo, too^makes a  f u t i l e  a t te m p t to  r a t i o n a l i z e
an escape o f  d e a th .  Nabo b e l i e v e s  t h a t  th e  h o rse  kicked
him in  th e  head because he had bought a comb and used i t  to
comb th e  h o r s e ’ s t a i l .  He says t h a t  he cou ld  have avo id ed
d eath  by n o t  buying th e  comb, a .c la im  which i s  v ig o r o u s ly
c o n te s te d  by th e  angel*
"Era l a  p r im era  vez que l e  pe in ab a  l a  c o la  a un ca- 
b a l l o , "  d i j o  /Nabo__7. Y e l  hombre d ijo*  "N osotros 
lo  quisiraos a s i ,  p a ra  que v i n i e r a s  a c a n ta r  en e l  
c o ro ."  Y Nabo d ijo*  "No he debido c o m p r^  e l  p e in e ."
Y e l  negro  d i j o :  "De to d o s  modos lo  h a b r ia s  encontrado . 
N oso tro s  habiamos r e s u e l t o  que e n c o n tra ra s  e l  peine 
y l e  p e in e r a s  l a  c o la  a l o s  c a b a l l o s . " ^ 5
Nabo can n o t  escape d ea th  th rough  r a t i o n a l i z a t i o n s .
E v e n tu a l ly ,  a f t e r  a l l  h i s  excuses  have been r e f u te d ,  he
le a v e s  th e  house , presum ably fo r  th e  c h o i r .
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In  "La t e r c e r a  r e s ig n a t io n ," w e  aga in  w itn e ss  an 
a t tem p t to  avoid  d e a th .  The v ic t im  in  t h i s  s to r y  i s  a 
boy who d ie s  o f  ty p h o id  f e v e r .  The b o y 's  mother and the 
d o c to r ,  t r y in g  to  keep him from d e a th ,  dev ise  a  system 
whereby th e  boy’ s b o d ily  fu n c t io n s  w i l l  be mainkined by 
" a u t o - n u t r i t i o n . "  The boy c o n t in u e s ,  a f t e r  d e a th ,  to  
grow u n t i l  about age e ig h te e n ,  when h i s  mother and he 
beg in  to  b e l ie v e  t h a t  he may r e a l l y  be dead.
The boy’ s e v e n tu a l  r e s ig n a t io n  to  d e a th ,  then , 
i s  th e  main t h r u s t  o f  th e  s to r y .  The boy, a f t e r  e x i s t ­
ing  in  a s t a t e  which has c h a r a c t e r i s t i c s  o f  bo th  l i f e  and 
d e a th  f o r  e ig h te e n  y e a r s ,  i s  p re se n te d  w ith  th e  p ro sp e c t  
o f  being  t o t a l l y  dead. The c e r t a i n t y  o f  h i s  d ea th  i s  i n ­
d ic a te d  by th e  n o is e  o f  th e  n a i l s  being  pounded in to  h i s  
c a s k e t j  " A l l f  e s ta b a  o t r a  vez  ese  ru id o .  Aquel ru id o  f r i o ,  
c o r t a n t e ,  v e r t i c a l ,  que ya ta n to  conocia  pero  que ahora se 
l e  p re s e n ta b a  agudo y d o lo ro so ,  como s i  de un d ia  a o tro  
se h u b ie ra  desacostum brado a e l . " ^ ^  This n o is e ,  l i k e  the  
impending b u r i a l  i t  forshadow s, i s  something t h a t  th e  p ro ­
t a g o n i s t  wants to  r i d  h im s e lf  o f .  R a t io n a l ly ,  he b e l ie v e s
t h a t  he can somehow s top  th e  n o ises  "Pero ya no l e  a to r -
.4 ?
m e n ta r ia  mas s i  p u d ie ra  c e r c a r lo ,  a i s l a r l o .  I r  cortando
c o n t ra  su p r o p ia  sombra l a  f i g u r a  v a r i a b l e ,  Y a g a r r a r lo .  
I t  i s  im p o ss ib le  to  r i d  h im s e l f  o f  th e  n o is e ,  however, and 
he must u l t i m a t e ly  become aware t h a t  on ly  by ac cep tin g
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dea th  can he ach ieve  any peaces "Hacia unos mementos e s -
/  eta b a  f e l i z  con su m uerte , porque c r e i a  e s t a r  m urto. P o r-
que un m uerto puede s e r  f e l i z  con su sM uacion  ir re m e d iab le
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pero  un v ivo  no puede r e s ig n a r s e  a s e r  en te r ra d o  v iv o ."  
T h i s , f i n a l l y ,  i s  h i s  a t t i t u d e  as  he r e s ig n s  h im se lf  to  
d e a th :  "Ahora s a b ia  que e s ta b a  verdaderam ente muerto o 
a l  menos in a p re c ia b le m e n te  v iv o ." ^ ^
D eath , th en  i s  a fo rc e  which i s  much s t ro n g e r  than  
any r a t i o n a l i z a t i o n  which th e  p r o ta g o n is t  m ight t r y  to  
apply  to  i t .  Through th e  m a n ip u la tio n  o f  th e  p r o ta g o n is t s  
and by th e  use  o f  images and p e r s o n a l  symbols, G arcia  
M oquez r e v e a l s  t h i s  a s p e c t  o f  r e a l i t y .
CHAPTER I I
THE CONFLICT BETWEEN SUBJECTIVE 
AND OBJECTIVE REALITY
A theme in  many o f  the  s t o r i e s  o f  0 jos  de perro  
a z u l  i s  th e  c o n f l i c t  between s u b j e c t iv e  and o b je c t iv e  r e ­
a l i t y ,  A n o ta b le  a s p e c t  o f  th e se  s t o r i e s  i s  t h a t  G arcia  
Marquez t r e a t s  bo th  r e a l i t i e s  a s  " r e a l . " As he p o r t r a y s  
s u b je c t iv e  r e a l i t y ,  i t  i s  n o t m erely  an a r t i f i c i a l  or 
p u re ly  im aginary  e x is te n c e  but r a t h e r  an a l t e r n a t i v e  
s t a t e  where th e  p r o ta g o n i s t  i s  ab le  to  p e rc e iv e  and to  
expe rien ce  s e n s a t io n s  and em otions, t h a t ,  w hile  sometimes 
d i f f e r e n t  from th o se  o f  o b j e c t i v e , r e a l i t y ,  a re  n e v e r th e le s s  
a c t u a l .  S u b je c t iv e  r e a l i t y  i s  p re se n te d  as  a very  tenuous 
c o n d i t io n .  Dreams and th o u g h ts  about d ea th ,  f o r  example, 
a re  s u b je c t  to  i n t e r r u p t i o n s  which a b ru p t ly  r e tu r n  ch a r­
a c t e r s  to  o b je c t i v e  r e a l i t y .  The p r o ta g o n i s t s ,  because 
they  do n o t  u n d ers tan d  t h i s  a s p e c t  o f  s u b je c t iv e  r e a l i t y ,  
O ften  t r y  to  escape t h e i r  agon ies  by immersing them selves 
in  i t ,  b u t a re  unab le  to  f in d  the  d e s i re d  r e l i e f .  As 
r e p re s e n te d  in  "La noche de lo s  a l c a r a v a n e s ," however, 
s u b je c t iv e  r e a l i t y  can be a p o s i t i v e  s t a t e ,  because i t   ̂
a l lo w s  th e  p r o ta g o n i s t s  to  broaden t h e i r  id e a s  about ex­
i s t e n c e ,
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O b jec tiv e  r e a l i t y ,  a s  r e p re s e n te d  in  th e se  s to ­
r i e s ,  i s  a l s o  p a r a d o x ic a l .  While i t  i s  d esc r ib ed  as  monot­
onous and p a s s io n le s s ,  some p r o ta g o n is t s  see in  i t  a means 
o f  a l l e v i a t i n g  th e  to rm en ts  o f  s u b je c t iv e  r e a l i t y .  Of 
th e  two r e a l i t i e s ,  o b je c t iv e  r e a l i t y  dominates the  a c t io n s  
of th e  c h a r a c te r s  in  th e  s t o r i e s  o f  0 jos  de p e rro  a z u l .
Both r e a l i t i e s  a re  c a r e f u l l y  developed by th e  au th o r ,  who 
examines t h e i r  a s p e c t s  th rough  th e  use o f  p e rso n a l  symbols 
and d e s c r ip t iv e  n a r r a t i o n s .
I n  t h i s  c h a p te r ,  I  w i l l  be d is c u s s in g  f iv e  s t o r i e s .
"La m ujer que l le g a b a  a l a s  s e is "  concerns a woman who i s
a t tem p tin g  to  a l t e r  h e r  r o l e  in  l i f e .  "La noche de lo s
a lc a ra v a n e s"  i s  th e  s to r y  o f  th r e e  b l in d  men and t h e i r
a t ta in m e n t  o f  an a l t e r n a t i v e  r e a l i t y .  The d e s i r e  o f  a
b e a u t i f u l  woman to  r i d  h e r s e l f  o f  th e  e f f e c t s  o f her  beauty
i s  th e  s u b je c t  o f  "Eva e s t a  d en tro  de su g a to ."  In  "Dialogo
/  />
d e l e s p e jo ,"  G arc ia  Marquez shows th e  two r e a l i t i e s  in  con­
f l i c t  over a man whose r e s ig n a t io n  to  dea th  i s  coun terac ted  
by h i s  involvem ent in  s o c ie ty .  F in a l l y ,  th e  dream world 
o f  " 0jo s  de p e r ro  azu l"  r e v e a l s  th e  p l i g h t  o f  a s o l i t a r y  
man who i s  on ly  ab le  to  a t te m p t an escape from h i s  s o l i tu d e  
in  h i s  dreams.
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An Overview o f  O b jec tive  and 
S u b je c t iv e  R e a l i ty
G arc ia  Marquez examines the  dimensions o f  time and 
space in  o b je c t iv e  and s u b je c t iv e  r e a l i t y .  In  o b je c t iv e  
r e a l i t y ,  time and space a re  f i x e d . t o  the  e x te n t  t h a t  
some o f  th e  c h a ra c te r s  a re  made to  fo llow  p a t te rn s . ,  which 
a re  r e a d i l y  d i s c e r n ib l e  and p r e d ic ta b le .  S u b jec tiv e  r e ­
a l i t y  i s  a  s t a t e  in  which in d iv id u a l  p e rc e p t io n s  a re  gov­
erned by p e r s o n a l  a t t i t u d e s  and n o t  by th e  conventions o f  
s o c ie ty .
I n  0 jo s  de p e rro  a z u l , th e  two r e a l i t i e s  a re  a lso  
r e p re s e n te d  as  opposing ways o f  l i f e .  A c h a r a c t e r ' s  ad­
herence to  o b je c t iv e  r e a l i t y  r e s u l t s  in  a l i f e  o f  u n a l t e r ­
ab le  r e p e t i t i o n s  where a c t io n  i s  o f  immense importance 
and where p o p u la r  b e l i e f s  a re  f a i t h f u l l y  defended. Con­
v e r s e ly ,  s u b je c t iv e  r e a l i t y  p e rm its  i n f i n i t e  p e rm u ta tio n s ,  
each as  v a l id  a s  th e  n e x t .  The t r u th f u ln e s s  o f  popu lar  
b e l i e f s  can be ch a llen g ed  by a c h a ra c te r  whose in d iv id u a l  
expe rien ce  has re v e a le d  o th e r  p o s s i b i l i t i e s .
At t im es  th e  two r é a l i t é s  a re  r e p re s e n te d  by 
d i f f e r e n t  c h a ra c te r s ,a n d  a t  tim es one c h a ra c te r  e x h ib i t s  
q u a l i t i e s  o f  b o th . Although p e rso n a l  symbols p la y  a p a r t  
in  th e  a u t h o r 's  development o f  th e  theme, G arcia  Marquez
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does n o t  r e l y  on them as  h e a v i ly  as  he does in  the  s t o r i e s  
d isc u sse d  in  th e  f i r s t  c h a p te r .  I n s te a d ,  he employs de­
s c r i p t i v e  n a r r a t i o n s  which d e p ic t  th e  c o n d i t io n  under d i s ­
c u s s io n .  Many t im e s ,  because the  a u th o r  r e l a t e s  even ts  ou t 
o f  c h ro n o lo g ic a l  o rd e r ,  a s to r y  becomes a maze, and th e  im­
p o r ta n c e  o f  a beg inn ing  and an end a re  subord ina ted  to  
th e  e x p re s s io n  o f  a  theme o r  id e a — a s i t u a t i o n  which r e ­
v e a ls  thp  au th o r  to  be s t i l l  deve lop ing  h i s  n a r r a t iv e  
te c h n iq u e .
C hro n o lo g ica l V ersus P sy ch o lo g ica l  Time 
In  th e  s t o r i e s  o f  0 jo s  de perro  a z u l , both  chron­
o lo g ic a l  and p s y c h o lo g ic a l  tim es  a re  p re se n te d .  In  o b jec­
t i v e  r e a l i t y ,  th e  f ig u r e s  a re  moored in  the  r e g u la r  rythm 
o f  c h ro n o lo g ic a l  t im e. T h is  i s  what Eva r e a l i z e s  a f t e r  
her  t r a n s i t i o n  from l i f e  to  deaths "S ab ia  que a llaf, fu e ra  
de su mundo, todo se g u ia  marchande con e l  mismo ritm o de 
a n t e s . "  Peop le  moving in  o b je c t iv e  r e a l i t y  remain s te a d ­
f a s t  in  t h e i r  p a t t e r n s .  A ccord ing ly , they  p rov ide  a s a fe ,  
p r e d ic t a b le  environm ent which they  can u n d ers tan d . Chron­
o lo g ic a l  tim e i s  o f  immense im portance to  c h a ra c te r s  who 
cu s to m a ri ly  i n t e r p r e t  r e a l i t y  o b je c t iv e ly .  The au thor 
dem o n stra te s  t h i s  by f r e q u e n t  n o ta t io n s  of an ex ac t tim e.
I n  "Dialogo d e l  e s p e jo ,"  f o r  example, th e  p r o ta g o n is t  i s  
c o n s ta n t ly  aware o f  th e  e lem en ts  o f  o b je c t iv e  r e a l i t y .
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and th e  n a r r a t i o n  i s  r id d le d  w ith  r e f e r e n c e s  to  th e  time 
o f  day. I t s  passage  i s  i l l u s t r a t e d  alm ost minute by mi­
n u te .  I n  "La m ujer <̂ ue l l e g a b a  a l a s  s e i s , "  Jose ( th e  
p r o p r ie to r )  and h i s  p a t ro n s  a re  s t r i c t  o b se rv e rs  o f  chron­
o lo g ic a l  tim e . Time i s  th e  c e n t r a l  is s u e  o f  c o n f l i c t  in  
t h i s  s to r y  s in c e  th e  two main c h a r a c te r s  ( J o s ^  and th e  wo­
man) argue about th e  e x a c t  moment when the  woman en tered  
th e  r e s t a u r a n t .  I t  seems t h a t  a l l  o f  th e  custom ers appear 
a t  a p r e d i c t a b l e ,  d e f i n i t e  moment each days
. . . so lo  a l a s  s e i s  y media em pezarian a l l e g a r  lo s  
p a r ro q u ia n o s  h a b i t u a l e s .  Ta:^ conservadora y r e g u la r  
e r a  su c l i e n t e l a ,  que no h a b ia  acabado e l  r e l p j  de 
d a r  l a  se x t^  campanada cuando una m ujer e n t ro ,  como 
todos lo s  d ia s  a esa  h o r a . 5 1
The c lock  i t s e l f  seems to  r e p r e s e n t  t h a t  which i s  monot­
onous and p r e d ic t a b l e  abou t o b je c t iv e  r e a l i t y ,  a concept
/
which th e  n a r r a t o r  i l l u s t r a t e s  through J o s e 's  f a i t h  in  i t s
p re c is io n s  " —me c o r to  e l  brazo  s i  e s te  r e l o j  se a t r a s a
52un m inute— d i j o . " ^
Josef’ s f a i t h  in  th e  c lo ck , however, i s  on ly  one
c h a r a c t e r i s t i c  by which G arc ia  Marquez i d e n t i f i e s  J o s e 's
/
p re o c c u p a tio n  w ith  c h ro n o lo g ic a l  t im e. To Jo se ,  a l l  days 
a re  a l ik e s
—Todos l o s  d ia s  son ig u a le s — d i jo  J o s / - -  Todos 
lo s  d ia s  e l  r e l o j  marca l a s  s e i s ,  en tonces e n t r a s  y 
d ic e s  que t i e n e s  un hambre de p e r ro  y en tonces  yo te  
p rep a re  a lgo  bueno. La u n ic a  d i f e r e n c i a  es  e sa ,  que 
hoy no d ic e s  «que t i e n e s  un hambre de p e r ro ,  s in e  que 
e l  d i a  es  d i s t i n t o . ^ ^
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J o s /  seems to  adhere to  custom in  ev e ry th in g  he does.
From th e  beg inn ing  o f  th e  s to r y ,  G arc ia  Marquez developes 
J o s e ’ s d a i ly  dramas "Siempre que e n tra b a  a lg u ie n  a l  r e s ­
t a u r a n te ,  Jose  h a c ia  lo  mismo. . . . e l  gordo y rubicundo 
mesonero r e p r e s e n ta b a  su d i a r i a  comedia de hombre d i l i g e n te .  
Never does Jose  s t r a y  from h i s  r o l e .  His adherence to  
conven tion  i s  a p a r t  o f  h i s  p e r s o n a l i ty  which th e  au tho r  
n o t  only  d em o n stra te s  b u t a l s o  d e c la r e s ;  Jose^Z e s ta b a  
en su p a p e l . ” Near th e  end o f  th e  s to r y ,  the  woman prom­
i s e s  to  b r in g  Jose  a  g i f t ,  and h e r  choice  a lso  i l l u s t r a t e s  
J o s e ' s  m e thod ica l n a tu re s  "Te prometo buscar por todas
A Kfip a r t e s  un o s i t o  de cuerda , p a ra  t r a e r t e l o — d i jo  l a  m ujer.
The wind-up b ea r ,  symbolic o f  th e  m echanical a s p e c t  o f 
s o c ie ty ,  i s  a lso  a p e r f e c t  r e p r e s e n t^ a t io n  o f  Jose .  Like 
th e  toy  b e a r ,  Jose  moves in  a p a t t e r n ,  fu n c tio n in g  in  a 
world o f  a b s o lu te s  where adherence to  s tan d a rd s  must be 
p r a c t i c e d  a t  a l l  t im es .
To r e in f o r c e  th e  im portance and r e s p e c t a b i l i t y
/ f
o f  o rdered  time and space, G arc ia  Marquez c o n t r a s t s  the  
u n d e v ia t in g  Jose  w ith  a woman who b e l ie v e s  in  th e  v a r i ­
a b i l i t y  o f  e x i s te n c e .  She i s  a p p a re n t ly  a p r o s t i t u t e  
who has j u s t  murdered a c l i e n t .  Although h e r  p ro fe s s io n  
i s  d i s t a s t e f u l  to  Jo se ,  he i s  v e ry  much in  love w ith  h e r .
His o p p o s i t io n  to  h e r  p r o f e s s io n  r e v e a l s  the  c o n f l i c t
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3?
between h i s  l i f e  and h e r s  o f  v a r i e t y :
—Lo que p asa  es  q̂ ue te  q u ie ro  ta n to  que no me 
g u s ta  que hagas eso— d i jo  Jo se .
— jQ.ue?— d i jo  l a  m ujer.
—Eso de i r ^ e  con un hombre d i s t i n t o  todos lo s  
d i a s — d i j o  Jose^^?
Because José  i s  deep ly  ro o ted  in  an accepted  s tandard  of
m o ra l i ty ,  h e r  custom o f  w him sical sexual l i a i s o n s  w ith  a
d i f f e r e n t  man every  day ru n s  c o n t ra ry  to  h i s  w e ll -o rd e re d ,
p a t te rn e d  l i f e .  She needs an a l i b i  to  cover h e r  involvement
in  th e  m urder, and th e r e f o r e  p r e s e n ts  an a l t e r n a t i v e  time
f o r  h e r  a r r i v a l .  She t e l l s  Jose  t h a t  she a r r iv e d  a t
and he f i n a l l y  humors h e r  by ac c e p t in g  h e r  "w ish." But
mere accep tan ce  o f  th e  l i e  i s  n o t  s u f f i c i e n t .  Jose must
be made to  b e l ie v e  th e  u n re a l :  "Y no es que yo lo  q u ie ra ;
e s  que hace un c u a r to  de ho ra  que es to y  a q u i ." ^  As w i l l
be seen in  th e  d is c u s s io n  o f  "La noche de lo s  a lc a ra v a n e s ,"
people who have on ly  a c o n v e n tio n a l  approach to  r e a l i t y
have d i f f i c u l t y  a c c e p tin g  o r  even u n d ers tan d in g  anyth ing
which d e v ia te s  from t h e i r  concep t.
In  two o f  th e  s t o r i e s ,  "Eva e s t a  d en tro  de su 
gato" and "La t e r c e r a  r e s i g n a c i o n , " th é  p ro ta g o n is ts  are  
p h y s ic a l ly  dead. T h e ir  s p i r i t u a l  o r  s u b je c t iv e  r e a l i t y ,  
however, i s  m a in ta in e d ,  as  we see in  t h i s  quote from 
"La t e r c e r a  r e s ig n a c io n :"
E staba  en su a ta u d ,  l i s t o  a  s e r  e n te r ra d o ,  y s in  
embargo, e l  s a b ia  que no e s ta b a  m uerto . Que s i  hu b ie ra
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t r a ta d o  de l e v a n ta r s e  lo  h u b ie ra  hecho con toda  f a -  
c i l i d a d .  Al menos " e s p i r i tu a lm e n te ." 5 9
I n  "Eva e s t /  d e n tro  de su g a t o , ” E v a 's  s u b je c t iv e  r e a l i t y ,  
o f  which she becomes aware in  d e a th ,  e x i s t s  in  a dimension 
o f  t im e le s s n e s s ;  "Pero aho ra  en su nueva v id a  in tem pora l,  
e in e s p a c ia l ,  e s ta b a  mas t r a n q u i l a . " ^ ^  In  su b je c t iv e  r e ­
a l i t y ,  the  p r o t a g o n i s t ' s  p e rc e p t io n  o f  time i s  a l t e r e d  so 
t h a t  i t  i s  no lo n g e r  a l ig n e d  w ith  th e  c o n v e n t io n a l , chron­
o lo g ic a l  tim e o f  th e  o b je c t iv e  p la n e .  In  a d d i t io n  to  nu­
merous d e s c r ip t i v e  p h ra s e s  l i k e  th e  one above, G arcia  
Marquez makes time vague i n  o th e r  s t o r i e s  by c o n t r a s t in g
opposing n o t io n s  o f  i t .  I n  "Kabo, e l  negro que h izo  es -  
/
p e r a r  a  l o s  a n g e le s ,"  a s  you w i l l  r e c a l l ,  th r e e  d i s t i n c t  
tem pora l views a re  p re s e n te d .  For the  occupan ts  o f  the  
house, who have th e  u s u a l  i n t e r p r e t a t i o n  o f  time as chron­
o lo g i c a l ,  th e  p e r io d  o f  K abo 's  t r a n s i t i o n  l a s t s  f i f t e e n  
y e a r s ,  w hile  Nabo, who i s  r e s i s t i n g  d ea th ,  th in k s  t h a t  
e v e ry th in g  t r a n s p i r e s  in  one d a y 's  tim e. For the  b lack  
man, who i s  fo rced  to  w a i t  f o r  Kabo, time p a s se s  s w if t ly .  
At th e  beg inn ing  o f  th e  s to r y ,  he has w aited  th re e  days 
and, be fo re  th e  s to r y  ends, c e n tu r i e s  have passed ,
A s im i la r  c o n f l i c t  between c h ro n o lo g ic a l  and psy­
c h o lo g ic a l  t im es  i s  seen in  "Eva e s t a  d en tro  de su g a t o . ” 
Eva k i l l s  h e r s e l f  bu t l a t e r  r e g r e t s  her  d e c is io n .  Seeking 
to  r e v e rse  h e r  deed, she f i n a l l y  r e s o lv e s  to  r e in c a rn a te
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h e r s e l f  in  h e r  c a t ,  but f in d s  t h a t  o b je c t iv e  tim e has 
passed more s w i f t l y  th a n  h e r  s u b je c t iv e  times " Solo en­
to n c e s  c o m p re n d io 'e l la  que hab ian  pasado ya t r e s  m il 
anos desde e l  djfa en- ^ue tuvo deseos de comerse l a  p r i ­
mera n a ran ja , '^^^  These v a r i a n t  views of time p re s e n t  
th e  problem o f  m easuring i t  o b je c t iv e ly ,  and th e reb y  
lend  a sense o f  vagueness to  the  a c t io n .
The D is o r i e n t a t i o n  o f  Space
Another a s p e c t  o f  a  s u b je c t iv e  view o f  r e a l i t y
p re se n te d  by G arc ia  Marquez i s  th e  d i s o r i e n t a t i o n  o f
s p a c ia l  r e l a t i o n s h i p s .  Take, fo r  example, th e se  two
q u o te s  from "Eva e s t a  d en tro  de su g a to :"
Pue en to n ces  cuando d escu b r io  una nueva modalidad de 
su mundo: e s ta b a  en to d a s  p a r t e s  de l a  c a sa ,  en e l  
p a t i o ,  en e l  te c h o ,  has t& el p rop io  n aran jo  de " e l  
n in e ."  E s ta b a  en todo e l  mundo f i s i c o  mas a l i a .  Y 
s in  embargo no e s ta b a  en n inguna p a r te . ,
Se s e n t i a  c o n v e r t id a  en una m ujer in c o rp o re s ;  algo 
como s i  de p ro n to  h u b ie ra  ing resado  en ese a l t o  y 
desconocido mundo de l o s  e s p i r i t u s  p u ro s .°^
As was mentioned b e fo re ,  Eva’ s proposed method
o f  r e - e n t e r i n g  o b je c t iv e  r e a l i t y  i s  r e in c a r n a t io n ;  "Una
/  . /  /id e a  supreme l a  reanim o. é'.'o h ab ia  oido que lo s  e s p i r i t u s
pu ro s  pifden p e n e t r a r  a v o lu n tad  en c u a lg u ie r  cuerpo?"
E v a 's  w i l l in g n e s s  to  be r e in c a r n a te d  presupposes the 
e r a d i c a t io n  o f  o b je c t iv e  s p a c ia l  boundaries . The f a c t  
t h a t  h e r  r e in c a r n a t io n  n ev e r  ta k e s  p lace  i s  n o t  r e a l l y  
im o o r ta n t because i t s  f a i l u r e  i s  due to  the tim e d i f fe re n c e ,
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Her b e l i e f  t h a t  r e in c a r n a t io n  i s  p o s s ib le  dem onstra tes 
h e r  accep tance  o f  a tem poral dim ension devoid of s p a c ia l  
encumbrances.
In  " 0 jo s  de p e r ro  a z u l ,"  s p a c ia l  r e l a t i o n s h i p s  
a re  a l s o  vague. The woman t e l l s  th e  man t h a t  she w r i te s  
th e  p h rase  " 0 jos  de p e r ro  azu l"  everywhere, but she i s  
n o t  su re  in  what c i t y :  "S i por lo  menos p u d ie ra  reco rd a r  
en que ciudad lo  he e s tad o  e s c r i b i e n d o . " By means o f  
t h i s  in c id e n t ,  G arc ia  Marquez shows th e  vagueness o f  h e r  
concep t o f  space in  s u b je c t iv e  r e a l i t y .
P robab ly  th e  b e s t  d e s c r ip t io n  o f  t h i s  su b je c t iv e  
concep t o f space can be found in  "La noche de lo s  a l c a r a ­
v a n e s ."  The b l in d  p r o ta g o n is t s  a re  suddenly t o t a l l y  d i s ­
o r ie n te d ;  "habiendo p e rd id o  ya l a  nocion  de l a s  d i s t a n c i a s ,
de l a  h o ra , de l a s  d i r e c c i o n e s . " Garci a  Marquez no t
0
only  d e s c r ib e s  th e  p r o ta g o n i s t s  a s  t o t a l l y  d is o r ie 'te d ,  but 
a l s o  conveys t h i s  f e e l in g  o f  d i s o r i e n t a t i o n  to  th e  re a d e r .  
T his  i s  p a r t i a l l y  ach ieved  through th e  n a r r a t o r ' s  numerous 
r e f e r e n c e s  to  a vague "somebody;" "A lguien in t ro d u jo  una 
moneda en l a  r a n u r a .  . , . A l l i  hay a lg u ie n  que nos co- 
n o ce ."^^  T h is vagueness about th e  secondary c h a ra c te r s  
i s  compounded by G arc ia  Marquez’ p o r t r a y a l  o f  th e  p ro ­
t a g o n i s t s ,  a l t e r n a t e l y  reg a rd ed  a s  in d iv id u a ls  and a s  one
p e rso n . B rin g in g  them to g e th e r  and then  s p l i t t i n g  them
6?up, th e  a u th o r  d e p ic t s  a m u l t ip le  p e r s o n a l i ty .  At th e
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beg inn ing  o f  th e  s to r y ,  we see them jo in ed ; "Entonces 
l o s  t r e s  nos buscamos en l a  sombra y nos enconbamos a l l i ,  
en l a s  co y un tu ras  de l o s  t r e i n t a  ded o s ."^^  At t im es , the 
th r e e  s p l i t  up and th e  n a r r a t o r  always seems to  remain 
w ith  th e  ones who a re  to g e th e r :  "Uno de n o so tro s  se so ltcf 
de l a s  o t r a s  manos y lo  oimos a r r a s t r a r s e  en l a  sombra.
T h is  s e p a ra t io n  and subsequen t r e jo in ^  occurs  over and 
over aga in  th roughou t th e  s to r y ,  b u t i t  i s  only  a p a r t  o f  
d e s c r ib in g  th e  vagueness o f  th e  c h a r a c te r s .  At one p o in t ,  
th e  au th o r  u n d en iab ly  l i n k s  th e  th r e e  p r o ta g o n is t s  to g e th e r  
a s  one p e rso n :
Y n o s o tro s  d i j im o s :  j
—Pero  n ad ie  me c r e e r i a  s i  l o s  l l e y o  por l a  c a l l e .
By u s in g  th e  pronoun "n o so tro s"  fo llow ed by th e  pronoun 
/  /"me," G arc ia  Marquez h a s ,  i n  th e  space o f  one sen tence ,
p o r tra y e d  th e  p r o t a g o n i s t s  a s  th r e e  d i f f e r e n t  people  and
as  one p e rso n .  As a r e s u l t ,  n e i t h e r  th e  main c h a ra c te r s
n o r th e  minor c h a r a c te r s  a re  w e ll  d e f in e d ,  and the  rea d e r
f in d s  i t  d i f f i c u l t  to  d i s t i n g u i s h  one person  from an o th e r .
The d i f f i c u l t y  in  d i s t in g u i s h in g  one person  from
a n o th e r  i s  r e in f o r c e d  by th e  a u th o r ’ s use o f  se n ses .  In
t h i s  s to r y ,  th e  se n ses  p ro v id e  on ly  a vague id e a  o f  th e
p r o t a g o n i s t s '  s p a c i a l  r e l a t i o n s h i p  to  t h e i r  environment:
Sentimos e l  o lo r  a  m u je re s  t r i s t e s ,  ^en tadas y e s -  
perando . Sentimos e l  prolongado va^io  d e l  co rred o r  
d e la n te  de n o s o t ro s ,  m ie n tra s  caminabamos h a c ia  l a  
p u e r ta ,  a n te s  de que s a l i e r a  a r e c i b i r n o s  e l  o tro
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o lo r  ag r io  de l a  m ujer que se se n ta b a  ju n to  a l a  
p u e r ta .
A s p e c i f i c  sense (odor f o r  example) i s  o f te n  re p la ce d  by 
th e  more vague " s e n t i r . "  Even when a s p e c i f i c  sense i s  
employed, i t  i s  o f te n  used in  an in co m p atib le  a s s o c ia t io n .  
The senses  seem to  be unab le  to  i d e n t i f y  o b je c t s  i n d i s ­
p u ta b ly ,  as  in  t h i s  example w ith  th e  sense o f  smell»
—Por aqui hay un o lo r  a b a u le s  amontonados.
— P u e d e n  s e r  a t a u d e s —  d i j o  u n o  d e  n o s o t r o s . 7 2
In  t h i s  manner, the  a u th o r  ob scu res  th e  d i s t i n c t i o n  be­
tween th e  senses  and t h e i r  use a s  a s t e a d f a s t  means o f  
d i s c r im in a t io n .  This adds to  th e  vagueness o f  space in  
the  s to r y ,  h e lp in g  to  c r e a te  a s i t u a t i o n  where th e se  
means o f  p e rc e iv in g  o b je c t s  a re  e r a d ic a te d .
Though]-Versus A ction
A c o n f l i c t  which e x i s t s  i n  th e  s t o r i e s  o f  0 jos
de perro  azu l i s  t h a t  between though t and a c t io n s .  People
moving in  o b je c t iv e  r e a l i t y  a re  on ly  concerned w ith  what
a c tu a l ly  happens. Thought and in d iv id u a l  p e rc e p t io n s  a re
o f  l i t t l e  consequence because th e y  b e l ie v e  t h a t  ev e ry th in g
i s  c o n s ta n t  in  t h e i r  r e a l i t y .  In  "La m ujer que l le g a b a  a 
/l a s  s e i s , "  Jose i n t e r p r e t s  r e a l i t y  on ly  o b je c t iv e ly  and
ypOft
in  accordance w ith  co n v en tio n . He i s  re l ie d A to  g ive  ac­
counts  t h a t  a re  o b je c t i v e ly  a c c u ra te  and vo id  o f  a l l  sub­
je c t iv i ty »
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—Es ve rdad ,  Jos^ .  Me a t r a v e r i a  / " s i c  7  a apos- 
t a r  que nunca has  dicho una m e n t i r a — d i  ÿ ) ,
—No se saca  nada con eso— d i j o  José .  y
—Por lo  mismo— d i j o  l a  mujer.  La p g l i c i a  lo  
sabe y t e  c re e  c u a lq u ie r  cosa  s i n  p r e g u n ta r t e lo  dos 
v ec e s .7 3
His e x c lu s iv e  i n t e r e s t  i n  c o n c re te  r e a l i t y  makes i t  im­
p o s s i b l e  f o r  him to  grasp  s u b t l e  th o u g h ts ,  a p e c u l i a r i t y  
t h a t  i s  i l l u s t r a t e d  by h i s  i n a b i l i t y  to d e t e c t  the  woman's
r ea s o n in g  behind h e r  argument:
/  /
Y en tonces  Jose se v o lv io  a m i r a r l a ,  bruscamente,  
a  fondo, como s i  una id e a  tremenda se l e  hub in ra  ag o l -  
p^do den t ro  de l a  cabeza .  Una id e a  que en t ro  por un 
o ido ,  gircf  po r  un momento, vaga, confusa ,  y s a l ie /  
luego p o r  e l  o t r o ,  dejando apenas un c ^ l id o  v e s t i g io  
de p a v o r . ' ^
The vagueness  o f  th e  id ea  i s  i n  c o n t r a s t  with  J o s e ’ s need 
f o r  t a n g i b i l i t y ,  and t h e r e f o r e  escapes  him. He and the 
woman, a t  one p o i n t ,  d i s c u s s  h e r  r e l a t i o n s h i p s  w ith  men. 
While Jose  f i n d s  th e  woman’ s (and h e r  c l i e n t s ’ ) a t t i t u d e s  
tov/ard sex d i s t a s t e f u l ,  i t  i s  n o t  th e  i n t e n t i o n s  o f  the  
c l i e n t s  he would p u n ish ,  b u t  t h e i r  a c t i o n s :
—^Es verdad que lo  m a ta r i a s  p a r a  que no se f u e r a  
conmigo?— d i j o  l a  m uje r .  y
y —P ara  que no se f u e r a .  no— d i j o  Jo se— , lo  mata-  
r i a  porque _se fue c o n t i g o . ' ^
The au th o r  has  c r e a te d  a c h a r a c t e r  i n  whom he can i l l u s t r a t e
a m a t e r i a l i s t i c  approach to  r e a l i t y ,  a man to  whom time,
t r u t h ,  and a c t i o n  a re  u n a l t e r a b l e .
44
The Challenge to  P o p u la r  B e l i e f  
Another c h a r a c t e r i s t i c  o f  people concerned only  
w ith  o b j e c t i v e  r e a l i t y . i s  t h e i r  a t t i t u d e  about popu la r  
b e l i e f s .  I n  "La noche de l o s  a l c a r a v a n e s , "  the  o b s t in acy  
o f  th e  townspeople w ith  r e s p e c t  to  t h e i r  b e l i e f s  i s  i l ­
l u s t r a t e d .  T h e i r  r e a c t i o n  to  th e  b l in d in g  o f  the  th r e e  
p r o t a g o n i s t s  i s  i n d i c a t i v e  o f  t h e i r  i n a b i l i t y  to  accep t  
evidence which c o n t r a d i c t s  t l A r  concept  o f  r e a l i t y .  The 
occurence c o n t r a d i c t s  a  p o p u la r  b e l i e f  t h a t  the  legend 
about th e  cur lews poking ou t  the  eyes  o f  those  who im i t a t e
t h e i r  song i s  f a l s e i  "Todo e l  mundo d ice  por  l a  c a l l e  que
76eso no puede s u c ed e r ,"  Consequent ly ,  a l though  th e  news­
p ap e rs  r e p o r t  i t ,  no one b e l i e v e s  t h a t  i t  has  happened*
"Dijo que eso hab ian  d icho l o s  p e r i o d i c o s ,  pero  que nad ie
J t  77 /  /l e s  h a b ia  c r e i d o . "  G arc ia  Marquez was a r e p o r t e r  fo r
El Bspectador  a t  the  time t h i s  s t o r y  was w r i t t e n , a n d  t h i s
r e f e r e n c e  seems to  i l l u s t r a t e  the  f r u s t r a t i o n  o f  a r e p o r t e r
who has  f r u i t l e s s l y  uncovered something which u p s e t s  the
78p o p u la r  concept  o f  r e a l i t y . '
A w a l l  i s  used sy m b o l ica l ly  i n  "La noche de l o s  
a l c a r a v a n e s ” t o  r e p r e s e n t  o b j e c t i v e  r e a l i t y .  The p ro ­
t a g o n i s t s  have d iscovered  t h a t  e x i s t e n c e  i s  n o t  governed 
s o l e l y  by m a t e r i a l  r e a l i t y  and th e y  spend most o f  th e  s t o ­
r y  combatt ing  th e  o b s t a c l e s  t h a t  i t  p r e s e n t s .  There a re  
s e v e r a l  r e f e r e n c e s  to  th e  w a l l s  the  th r e e  seem to  f in d
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everywhere: "En to rno  a n o s o t r o s ,  cercandonos,  es taba
79siempre una p a r e d . "  A w a l l  evokes both the  f e e l i n g s
o f  s e c u r i t y  ( p r o t e c t i o n  from the  wind, r a i n , e t c . )  and
i n c a r c e r a t i o n ,  e lem ents  which a re  c l o s e ly  t i e d  to  o b je c t iv e
r e a l i t y  a s  i t  i s  p o r t r a y e d  elsewhere i n  the  a u t h o r ' s
work. E a r ly  i n  the  s t o r y ,  the  t h r e e  b l in d  men a re  seen
grop ing  f o r  th e  e x i t  b u t  a re  unable  to leave  because the
woman who i s  guard ing  th e  door f o r c e s  them back. Even
when they  g e t  away from th e  w a l l ,  t h e r e  remains the
te m p ta t io n  to  r e t u r n  t o  i t ;  "—Vamos o t r a  vez h a c ia  l a
p a r e d . T h r o u g h  h i s  use  of  the  w a l l ,  the  au tho r  has
d e p ic te d  o b j e c t i v e  r e a l i t y  as  an ex i s te n c e  which i s  s a fe ,
b u t  which r e s t r i c t s  movement.
At the  end o f  the  s to r y ,  G arc ia  Marquez makes a
r e f e r e n c e  to  th e  sun as  an a l t e r n a t i v e  to  the  w a l l .  The
sun r e p r e s e n t s  the  d e s i r e  to  f r e e  o n e s e l f  from the  con f ines
of  o b j e c t i v e  r e a l i t y  and to  ex p e r iece  a more profound
e x i s te n c e  i n  p s y c h o lo g ic a l  or s u b je c t i v e  r e a l i t y .  One
of  th e  th r e e  wants  to  r e t u r n  to  the  w a l l ,  but  the  o th e r s
wish to  remain away;
Entonces a lg u ie n  d i j o :
—Vamos o t r a  vez  ^hacia l a  pared .
Y l o s  o t r o s ,  in m o v i le s ,  con l a  cabeza levan tada  
h a c ia  l a  c l a r i d a d  i n v i s i b l e :
— Todavia no. Esperemos s i o u i e r a  a que e l  so l  
empiece a a rd e rn o s  en l a  c a r a . ° 4
The th r e e  have found t h a t  th e r e  a r e  r e a l i t i e s  o th e r  than
th o s e  o f  pop u la r  b e l i e f s  and m a t e r i a l  o b j e c t s .
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O b jec t iv e  and S u b jec t iv e  R e a l i ty ;
The Competi t ion f o r  Dominance 
A main theme in  th e  s t o r i e s  of  0 jos de perro  
a z u l  i s  the  co m p e t i t io n  f o r  dominance between o b je c t iv e  
and s u b je c t i v e  r e a l i t y .  S u b je c t iv e  r e a l i t y  i s  po r t ray ed  
a s  a tenuous  and e a s i l y  a f f e c t e d  c o n d i t io n ,  void  o f  
s p a c i a l  and tem pora l  c o m p l ic a t io n s .  Although s o l i tu d e  
and th e  f e a r  o f  d ea th  a re  o f t e n  m i s i n t e r p r e t e d  by the  p ro ­
t a g o n i s t  a s  e lem ents  o f  o b j e c t i v e  r e a l i t y ,  su b je c t iv e  r e ­
a l i t y  c o n ta in s  them as  w e l l  as  o th e r  emotions t h a t  can no t  
be escaped.  The au th o r  r e p r e s e n t s  o b je c t iv e  r e a l i t y  as  
ambiguous. I t s  n e g a t iv e  a s p e c t s  can,  a t  t im es ,  be avoided 
through d ea th ,  w hi le  a t  o th e r  t im es  they comprise a con­
d i t i o n  which can b r in g  th e  p r o t a g o n i s t  a c e r t a i n  peace o f  
mind. G arc ia  Marquez i l l u s t r a t e s  the  s t r u g g le  between the  
two r e a l i t i e s  i n  a  v a r i e t y  o f  ways. On a very  b as ic  l e v e l ,  
he shows the  tenuous  n a tu r e  o f  s u b j e c t i v e  r e a l i t y  and i t s  
impending d e s t r u c t i o n ,  v i a  n o i s e s  and odors ,  by o b je c t iv e  
r e a l i t y .  More s u b s t a n t i a l l y ,  G arc ia  Marquez i n d i c a t e s  
t h a t  a c t i v e  p a r t i c i p a t i o n  in  o b j e c t i v e  r e a l i t y  i s  a more 
v a l i d  means o f  d e a l in g  w i th  problems.
The c h a r a c t e r s  i n  th e s e  s t o r i e s  r e v e a l  t h e i r  t e n ­
dency to  use o b j e c t i v e  r e a l i t y  a s  a means o f  d i s t r a c t i o n  
o r  even f u l f i l l m e n t  i n  th e  case  o f  Eva. Although she has
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k i l l e d  h e r s e l f  and t h e r e f o r e  se p a ra te d  h e r s e l f  from ob­
j e c t i v e  r e a l i t y ,  Eva s t i l l  senses  i t s  a c t i v e  n a tu re  and 
d e s i r e s  i t  a s  a way o f  s a t i s f y i n g  h e r  need to  f e e l  a p a r t  
o f  l i f e  I "Deseaba que a l g u i e n  p a s a r a  por  l a  c a l l e ,  a lg u ien  
que g r i t a r a ,  que rom piera  a q u e l l a  a tm osfe ra  d e ten id a .
Que se moviera a lgo  en l a  n a t u r a l e z a ,  que v o l v i e r a  l a
Op
t i e r r a  a g ir a r  a l r e d e d o r  d e l  s o l , "  Since she i s  dead, 
t h i s  i s  im p o ss ib le ,  bu t  h e r  long ing  f o r  the  elements o f  
o b j e c t i v e  r e a l i t y  i s  ev idence o f  i t s  a t t r a c t i o n .
I n  "Dialogo d e l  e s p e jo , "  the  s to r y  i n  which the  
p r o t a g o n i s t  o f  "La o t r a  c o s t i l l a  de l a  muerte" i s  brought 
back i n t o  o b j e c t i v e  r e a l i t y , s o u n d s  and odors draw the  
p r o t a g o n i s t  ou t  o f  h i s  r e s i g n a t i o n  to  dea th .  The n o ise s  
o f  th e  c i t y ,  o f  s o c i e ty  on the  move, b r in g s  him out o f  
h i s  dream worlds "El hombre de l a  e s t a n c i a  a n t e r i o r  . . . 
desper to"cuando  e l  d i a  e r a  a l t o  y e l  rumor de l a  ciudad 
invadia-— t o t a l — e l  a i r e  de l a  h a b i t a t i o n  e n t r e a b i e r t a .  
The a t t r a c t i o n  o f  s u b je c t i v e  r e a l i t y ,  the  dream world,  
s imply can n o t  compete w i th  the  e f f e c t s  o f  the  a c t i o n s  
s e c u r in g  in  o b je c t i v e  r e a l i t y .  Even th e  p r o t a g o n i s t ’ s 
subsequent  a t t e m p ts  to  r e - e n t e r  th e  dream world prove un­
s u c c e s s f u l ,  because a n o i s e  awakens him; " .  . . una pesada 
maquina, b r u t a l  y absu rda ,  . . . h u b ie ra  deshecho l a  t i -  
b i a  s u s t a n c i a  de su sueno i n c i p i e n t e . "  Even i f  i t  i s
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not  d e s i r a b l e ,  o b j e c t i v e  r e a l i t y  i s  a fo rce  whose in f lu en c e  
can n o t  be avoided.
A p r o t a g o n i s t ' s  awareness o f  the  power o f  ob jec­
t i v e  r e a l i t y  i s  dem onstra ted  to  be p r e s e n t  even when he 
i s  under  th e  in f lu e n c e  o f  s u b je c t i v e  r e a l i t y ,  a s  dur ing  
dreams. The p r o t a g o n i s t  o f  the  t i t l e  s to r y ,  "Ojos de p e r ro  
a z u l , ” a t a l e  which t a k e s  p la c e  e n t i r e l y  i n  the  dream 
world,  r e c a l l s  t h e  i n t r u s i o n  o f  a n o i s e  from o b je c t i v e  r e ­
a l i t y ;
y.A veces ,cuando ya estabamos ju n to s ,^ a lg u i e n  de jaba  
ca e r  a f u e r a  una c u c h a r i t a  y despertabamos.  Poco a 
poco habiamos ido comprendiendo que n u e s t r a  amistad 
e s ta b a  subord inada  a l a s  cosas ,  a I d s  acon tec im ien tos  
mas s im p les .oo
The man 's  p h y s i c a l  p o s i t i o n  in  h i s  dream i s  f u r t h e r  e v i ­
dence o f  th e  d e l i c a c y  o f  th e  dream world: "Yo m irandola
desde e l  a s i e n t o ,  hac iendo e q u i l i b r i a  sobre una de sus
87p a t a s  p o s t e r i o r e s . " At any moment, th e  balance  he has 
a t t a i n e d  could be l o s t ,  caus ing  him to  f a l l  ,back in to  
o b j e c t i v e  r e a l i t y .  Slowly, the  p r o t a g o n i s t  comes to  un­
d e r s ta n d  t h a t  o b j e c t i v e  r e a l i t y  can n o t  be escaped.
While G arc ia  Marquez shows th e  in f lu e n c e  which 
o b je c t i v e  r e a l i t y  has  on th e  p r o t a g o n i s t ' s  e n t i r e  e x i s t e n c e ,  
he a l s o  dem ons tra tes  t h a t  s u b je c t i v e  r e a l i t y  i s  an u n s u i t ­
ab le  s t a t e  f o r  th e  r e s o l u t i o n  o f  problems. I t  i s ,  how­
ev e r ,  i n  th e  s u b je c t i v e  world t h a t  many p r o t a g o n i s t s  seek
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r e f u g e .  In  "Eva e s t a  d en tro  de su g a te ,"  the author  
exam ines two a s p e c t s  o f  e x i s t e n c e  t h a t  are o f t e n  ca u ses  
f o r  th e  attem pted  e sca p e:  s o l i t u d e  and f e a r .
Eva i s  a v e ry  s o l i t a r y  c h a r a c te r .  She i s  u n w i l l ­
in g  to  share  h er  l i f e  and spends h er  n ig h t s  a lo n e .  Her 
s o l i t u d e  i s  caused by her  p h y s i c a l  beauty: "Estaba can-
sada de s e r  e l  c e n tr o  de to d a s  l a s  a t e n c io n e s ,  de v i v i r
88a se d ia d a  por  l o s  o j o s  l a r g o s  de l o s  hombres." Her 
b e a u ty ,  i t  a p p ea r s ,  c a u se s  problem s th a t  she would r a th e r  
a v o id .  The f a c t  th a t  h er  s o l i t u d e  i s  a c t u a l ly  caused by
o
her  s u b j e c t i v e  r e sd h s e  d o e s  not occu r  to  Eva, and she 
f e e l s  t h a t  she must somehow g e t  r id  o f  th e  ca u se :  her
b e a u ty .  "Era im p o s ib le  s e g u ir  soportando e sa  carga  por
cua]
, , 8 9
mas tiem.po, Habia. que de ja r  en a l iju ie r  p a r te  e se  in u ­
t i l  a d j e t iv o  de su p e r s o n a l id a d .
From th e  v e ry  b e g in n in g ,  Eva b e l i e v e s  t h a t  her
p h y s i c a l  b eau ty  i s  th e  cause  o f  her s o l i t u d e .  G arcia
M oq u ez  exam ines t h i s  b e l i e f  , u s in g  th e  analogy  o f  th e
i n s e c t s  to  i l l u s t r a t e  th e  p a in  in v o lv e d :
Era como s i  su s  a r t e r i a s  se  hub ieran  poplado de unus 
i n s e c t o s  d im in u t iv e s  y  c a l i e n t e s  que con l a  c e r c a n ia  
de l a  madrugada, d ia r ia m a n te , de d esp ertaban  y r e c o -  
r r ia n  con su s  p ^ ta s  m o v ed iza s ,  en una desgarradora  
a v en tu ra  su b c^ tan ea , e s e  pedazo de barro f i u t e c i d o  
donde se  h a b ia  l o c a l i z a d a  su b e l l e z a  anatdm ica. . . .
Eran par^a de su p r o p io  organism e. . . . e s o s  i n s e c t o s  
que^ l l a ,  en l o s  c a n a l e s de su sa n g re ,  ^ u i a n  m a rt i-  
r iz a n d o la  y e m b e l le c ie n d o la  d e s p i a d a m e n t e . 90
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These i n s e c t s ,  a s  Eva p e r c e iv e s  them, have t r a v e l l e d
through t ime, passed  from g e n e ra t io n  to gen e ra t io n :
Venian / ~ l o s  in s e c to s _ 7  desde e l  corazon de su padre 
que lo s  habfa  al imentado dolorosamente en sus noches 
de soledad desesp e rad a ,  O^ta l  vez habian  desembocado 
a sus  a r t e r i a s  por  e l  cordon que l a  l l e v o  a tad a  a su 
madre desde e l  p r i n c i p i o  d e l  mundo. . . , E l l a  s a b ia  
que ven ian  de a t r à s ,  que todos  l o s  que l l e v a r o n  su 
a p e l l i d o  t ^ v i e r o n  que s o p o r t a r l o s ,  que tu v ie rq n  que 
s u f r i r l o s  como e l l a  cuando e l  insomnio se h ac ia  in -  
v en c ib le  h a s t a  l a  madrugada.91
0
Eva b e l i e v e s  h e r  s o l i t u d e  t o  be an i n h e r i t e d ,  p h y s ic a l  
q u a l i t y .  The presumed p h y s ic a l  n a tu r e  o f  h e r  pa in  i s  
r e in f o r c e d  by th e  n a r r a t o r  numerous t imes;  "Su b e l l e z a  
l l e g o  a d o l e r l e  f i s i c a m e n te  como un tumor o un cancer .
As he did in  " l a  noche de l o s  a l c a r a v a n e s , "  Garc ia  Marquez 
u s e s  w a l l s  to  r e p r e s e n t  o b j e c t i v e  r e a l i t y ,  which has now 
become t o t a l l y  unbea rab le  f o r  Eva; "Dentro de l a s  cuatro  
p a red e s  de su h a b i t a t i o n  todo l e  e r a  h o s t i l . " ^ ^
To r i d  h e r s e l f  o f  th e s e  to rm en ts ,  Eva po isons  h e r ­
s e l f .  E a r l i e r ,  the  au thor  demonstrated E v a 's  b e l i e f  t h a t  
he r  agony was caused by o b j e c t i v e ,  p h y s ic a l  e lements .  Now, 
through E v a 's  s u i c i d e ,  he shows h e r  f l e e in g  o b je c t iv e  r e ­
a l i t y  w i th  th e  i n t e n t  o f  e scap ing  h e r  anguish .  I t  soon be­
comes a p p a re n t ,  however, t h a t  d e a t h , i s  no t  a s o lu t io n  to  
he r  to rm en ts .  The i n s e c t s ,  a l though  obv ious ly  ceasing  to  
p a in  Eva p h y s i c a l l y ,  a re  n o t  gone. In s t e a d ,  they  remain
as  a  p a s te  i n  h e r  mouth; "Por un i n s t a n t e  creyo que hab/an
/  /
s a l i d o  lo s  m ic ro b io s  de su cuerpo.  S en t ia  que se habian
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venido pegados a su s a l i v a . " ^  This  r e f e re n c e  i s  an i n d i ­
c a t io n  t h a t  E v a ' s  to rm ents  have survived  the t r a n s i t i o n ,  
and the  a u th o r  goes on to  exp lo re  th e  s i t u a t i o n  in  d e t a i l .  
Eva comes to  r e a l i z e  t h a t  she i s  now even more incapable  
o f  r e l a t i n g  to  o th e r  peop le  and t h a t  death  has only i n t e n ­
s i f i e d  her  s o l i t u d e :  "No p o d r i a  dar  ninguna e x p l ic a c i^ n ,  
a c l a r a r  nada, co n s o la r  a  n a d ie .  Mingun se r  vivo p od r ia
/  OK
s e r  informado de su t r a n s f o r n a c i o n . " Likewise,  her
new e x i s te n c e  i s  very  fearsome:
Volvio a t e n e r  miedo. Pero e ra  un miedo d i s t i n t o  
a l  d e l  momento a .n t e r io r ,  Ya no e r a  e l  miedo a l  l l a n t o  
de " e l  n in o . "  Era un t e r r o r  por  lo  e x t r a n b . por lo 
m i s t e r i o s o  y desconocido de su nuevo m u n d o .
Both o f  the  e lements  t h a t  she had sought to  escape are  
even more a p a r t  o f  he r  e x i s t e n c e .  The au thor  i l l u s ­
t r a t e s  the  inadequacy o f  d e a th  as  a means of  escape by 
aga in  r e f e r ^ n g  to  the  i n s e c t - t a i n t e d  s a l i v a  and showing 
E v a 's  d e s i r e  to  r i d  h e r s e l f  o f  i t  by e a t in g  an orange:
"Sin  embargo, ahora  t e n i a  cue comerse una n a r a n ja .  Era
^  07e l  unico  remedio p a r a  e sa  goma que l e  e s tab a  ahogando."
The p h y s i c a l  a c t  o f  e a t i n g  an orange,  however, can not 
be accomplished w ith o u t  a l i v e ,  fu n c t io n in g  body. As Eva 
r e a l i z e s :
Ahora, en esa  smtuacion e lem en ta l ,  pod ia  s e r  f e l i z .  
Aunque . , . — l o h j —  no completamente f e l i z  porque 
su mas grande deseo,  e l  deseo de comerse una n a ran ja ,  
se h ab ia  hecho i r r e a l i z a b l e . 9°
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Eva u n d ers ta n d s  t h a t  she must take p a r t  in  o b je c ­
t i v e  r e a l i t y  to  e l im in a t e  h er  torm ents  and, a s  mentioned  
b e f o r e ,  d e c id e s  to  r e in c a r n a t e  h e r s e l f  in  her  c a t .  T h is ,  
how ever, n ev er  ta k e s  p la c e  b eca u se  to o  much tim e has passed  
and th e  c a t  has d ie d .  G arcia  Marquez, by dem onstrating  
t h a t  s o l i t u d e ,  f e a r ,  and torm ent ( t h e  e f f e c t s  o f  the  i n ­
s e c t s )  are p r e s e n t  in  d e a th ,  em p hasizes  th e  s u b j e c t iv e  
n a tu re  o f  t h e s e  to rm en ts . By d i s p la y in g  E v a 's  i n a b i l i t y  
t o  r id  h e r s e l f  o f  them by e a t in g  an orange , he a l s o  i l ­
l u s t r a t e s  th e  inadequacy  o f  ta k in g  r e fu g e  in  s u b j e c t iv e  
r e a l i t y  (d e a th )  a s  a means o f  s o l v i n g  her problem s. He 
im p l ie s  t h a t  o n ly  in  o b j e c t i v e  r e a l i t y  can she t r u e l y  cope 
w ith  her a n g u ish .
L ike Eva, th e  n a r r a t o r - p r o t a g o n is t  o f  "Ojos de 
perro  azul" s e e k s  a s o l u t i o n  to  s o l i t u d e  in  s u b j e c t iv e  
r e a l i t y ,  h ere  r e p r e se n te d  a s  a dream. In  h i s  dream, the  
man t r i e s  to  rea ch  th e  woman b u t ,  a s  the  woman im p l ie s ,  i t  
i s  f u t i l e  to  a ttem p t such a f e a t  i n  a dream:
"Me g u s t a r i a  t o c a r t e ,"  v o l v i  a d e c i r .  Y e l l a  
d i j o :  j  go
"Lo e c h a r ia s  todo a perder,"^ ^
To touch  her  would be to  o v e r s te p  th e  l i m i t s  o f  th e  dream 
world and would cause  him to  awaken. The im passable  
boundary betw een  th e  dream world and m a t e r ia l  r e a l i t y  i s
ir |l
th e  woman and i n c r e a s e s  h er  a t t r a c t i v e n e s s .  H is  i n a b i l i t y
r e p r e se n te d  tjth e  dream by a c a n d l e s t i c k  which i l lu m in a t e s
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to  t r a v e r s e  th e  im aginary  boundary marked by th e  c a n d le ­
s t i c k  d em o n stra te s  th e  i m p o s s i b i l i t y  o f  a c h ie v in g  h i s  g o a l  
in  the  dream. In  th e  dream, he t r i e s  to  reach  out and 
break ou t o f  h i s  s o l i t u d e  by a t te m p tin g  to  touch  th e  wo­
man, but th e  a u th o r ,  by d e s c r ib in g  th e  l a t e r  in  r e a l i s t i c  
d e t a i l ,  h i n t s  t h a t  she o n ly  e x i s t s  in  o b j e c t i v e  r e a l i t y .
The p r o t a g o n is t  t e l l s  h er :  "Siempre h a b ia  qu erido  v e r t e  
asi^, con e l  cuero  de l a  b a r r ig a  l l e n o  de hondos a g u je r o s ,  
como s i  t e  h u b iera n  hecho a p a lo s ." ^ ^ ^  G arcia  Marquez : 
g i v e s  a very  p h y s i c a l ,  o b j e c t i v e  d e s c r i p t io n  o f  th e  v/o- 
man, but i t  i s  n o t  the  o n ly  way in  which he i l l u s t r a t e s  her  
l i n k  w ith  o b j e c t i v e  r e a l i t y .  I t  i s  she who i s  n o t  con­
t e n t  w ith  m ee t in g  e x c l u s i v e l y  in  th e  dream w orld . The 
p r o t a g o n i s t  r e a l i s e s  her  d e s i r e  to  meet him in  o b j e c t iv e  
r e a l i t y :  "Su v id a  e s ta b a  d ed ica d a  a encontrarme en l a  r e -  
a l id a d ,  a t r a v / s  de e sa  f r a s e  i d e n t i f i c a d o r a :  'O jos de 
p erro  a z u l . ’ "^^^ While th e  man i s  u n ab le  even to  remember 
h i s  dream, the  woman s a y s  t h a t  she s e a r c h e s  f o r  him ev ery ­
w here, w r i t in g  th e  p h rase  "Ojos de perro  azul" on d i s p la y  
c a s e s  and c a r v in g  i t  i n t o  t a b l e s , i n  th e  hope th a t  th e  man 
w i l l  s e e  i t  and r e c o g n iz e  h e r .  The c o n f l i c t  between her  
e x p r e sse d  d e s i r e  to  e n co u n ter  him i n  o b j e c t i v e  r e a l i t y  
and h i s  i n a b i l i t y  t o  remember her  o u t s id e  h i s  dream, i l ­
l u s t r a t e s  t h a t  a c t i v e  p a r t i c i p a t i o n  i n  o b j e c t i v e  r e a l i t y  
would be a means o f  a l l e v i a t i n g  th e  m an's s o l i t u d e .
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While m ost o f  G arc ia  Marquez' p r o t a g o n i s t s  never  
f in d  s a t i s f a c t i o n  in  t h e i r  p u r s u i t s ,  th e  man in  "D ialogo  
d e l  espejo"  d o es  f in d  some measure o f  g r a t i f i c a t i o n  a t  
th e  end o f  th e  s t o r y .  In  t h a t  s to r y ,(w h o s e  p r o t a g o n i s t  i s  
a l s o  th e  main c h a r a c te r  in  "La o t r a  c o s t i l l a  de l a  m u e r te ,” 
a s t o r y  in  which th e  p r o t a g o n i s t  r e s ig n e d  h im s e l f  to  death )  
th e  p r o t a g o n is t  now f e e l s  th e  dominant need to  take  p a r t  in  
o b j e c t i v e  r e a l i t y .  The man i s  s t r u g g l in g  w ith  th e  sub­
j e c t i v e  and o b j e c t i v e  a s p e c t s  o f  h i s  e x i s t e n c e .  The two 
p e r s p e c t i v e s  a re  p e r s o n i f i e d  by two d i f f e r e n t  a s p e c t s  o f  
th e  same p r o t a g o n i s t :  a m a th em atic ian  (who has an o b je c ­
t i v e ,  l o g i c a l  v ie w  o f  r e a l i t y )  and an a r t i s t  (who has a 
s u b j e c t i v e ,  more im a g in a t iv e  v iew  o f  r e a l i t y ) .  The ta sk  
o f  sh av in g  i s  p r e se n te d  from both p o i n t s  o f  v iew  w ith  a 
ton e  o f  c o n f l i c t  which d e m o n stra te s  the  in h e r e n t  s t r u g g le  
betw een  the m an's s u b j e c t i v e  bent and h i s  need to  i n t e r ­
p r e t  r e a l i t y  o b j e c t i v e l y  and s c i e n t i f i c a l l y ;
Habia der^vado de a l l i  to d a  una s e r i e  de c K lcu lo s  
c o m p lic a d is im o s  con e l  p r o p o s i to  de a v e r ig u a r  l a  
v e lo c id a d  de l a  l u z  que, CASI s im u ltan eam en te , r e -  
a l i z a b a  e l  v i a j e  de id a  y  r e g r e s o  para r ep ro d u c ir  
cada m ovim iento . Pero  e l  e s t e t a  que lo  h a b ita b a ,  
t r a s  una lu c h a  aproximadamente i g u a l  a l a  r a i z  cua-  
drada^de l a  v e lo c id a d  que h u b ie ra  podido a v e r ig u a r ,  
v e n c io  a l  m atem atico , y  e l  pensam iento  d e l  a r t i s t a  
se  fue  h a c ia  l o s  m ovim ientos de l a  h o ja  que v e r d e -  .g o  
azu lb la n q u eab a  con l o s  d i f e r e n t e s  g o lp e s  de l a  h o ja .
The m a th e m a t ic ia n 's  con cern  w ith  th e  v e l o c i t y  o f  l i g h t
i s  c o n fr o n te d  by th e  i n t e r e s t  o f  th e  a r t i s t  in  th e  e s - '
t h e t i c  q u a l i t i e s  ( th e  c o l o r s )  c r e a te d  by th e  l i g h t  during
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shaving.
The c o n t r a s t  between s u b je c t i v e  and o b je c t iv e  in ­
t e r p r e t a t i o n s  o f  r e a l i t y  can a l s o  be seen in  an examination 
o f  two o th e r  q u o te s .  The one from "La o t r a  c o s t i l l a  de 
l a  muerte" has  a l r e a d y  been d isc u sse d  as  an i l l u s t r a t i o n  
o f  the  p r o t a g o n i s t ’ s awareness o f  h i s  s p i r i t u a l  r e a l i t y :
En e l  r in c o n  un g r i l l e  t rasnochado  levan to  su casca-  
b e l  y llen<5" l a  habitacic5n con su g a rg an ta  aguda, cor-  
t a n t e ,  . . . i b a  perd iendo  co n c ie n c ia  de su p ro p ia  
e s t r u o t u r a  m a t e r i a l ,  de esa  s u s t a n c i a  te r r e n a ,^ p e s a d a ,  
. . .  y e l — e l  hombre— h u b ie ra  dejado ^us r a i c e s  
m o r ta l e s  p a ra  p e n e t r a r  en o t r a s  r a i c e s  mas hondas y 
f i rm es ;  . . . si^mergidndole a en una nueva y des-  
coraplicada noc ion  de tiem po y espac io ;  . .
In  th e  o th e r  q u o te ,  from "D ia logo  d e l  e s p e jo ,"  G arcia
Marquez r e v e r s e s  th e  p ro c e s s  to  show t h a t  the  p r o ta g o n i s t
a l s o  a c c e p t s  h i s  m a t e r i a l  b e in g :
PasecT l a  yema de l o s  dedos p o r  l a  m e j i l l a .  La^p ie l  
a s p e r a ,  sembrada de t r o n c o s  r e to n a d o s ,  l e  de jo l a  
im pres idn  d e l  pe lo  duro por l a s  an tenas  d i g i t a l e s .  
Despues,  con l a  palma de l a  mano e n t r e a b i e r t a ,  se 
palpcf e l  r o s t r o  d i s t r a f d o ,  cuidadosamente con l a ^  
s e re n a  t r a n q u i l i d a d  d e l  c i r ju a n o  que conoce e l  nucleo 
d e l  tumor; y de l a  s u p e r f i c i e  b landa fus  surgisndo 
h a c ia  ad e n t ro ,  l a  d u ra  s u s t a n c i a  de una verdad que, 
en o ca s io n e s ,  l e  habia^blanqueado l a  a n g u s t i a .  . . .
S U  i r r e v o c a b le  cond ic ion  anatdmica hab ia  sepultado 
un orden de compuestos, un ap re tado  u n iv e rse  de 
t e j i d o s ,  de mundos menores, que lo  ven ian  soportando.
The two q u o te s  show th e  p r o t a g o n i s t  r ea c h in g  an awareness  
o f  h i s  o b j e c t i v e  and s u b j e c t i v e  a t t r i b u t e s  which are por­
tray ed  a s  n a t u r a l  and in e s c a p a b le .  By u s in g  th e  same 
p r o t a g o n i s t  in  both s t o r i e s ,  G a rc ia  Marquez im p l ie s  t h a t  
a com prehension o f  both  a s p e c t s  o f  e x i s t e n c e  i s  im portant.
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By p r e s e n t in g  them in  the  o rd e r  o f  t h e i r  appearance in  
Ojos de p e r ro  a z u l , he a l s o  su g g e s ts  t h a t  o b je c t i v e  r e ­
a l i t y  can n o t  be f u l l y  a p p re c ia t e d  u n le s s  one f i r s t  ac­
c e p t s  h i s  s u b je c t i v e  r e a l i t y .
This su g g e s t io n  i s  r e in f o r c e d  by the  s t ru g g le  be­
tween the  a r t i s t  and th e  m athem atic ian ,  in  which f i r s t  
one, then  a n o th e r  a s p e c t  o f  the  p r o t a g o n i s t  i s  dominant.
When the  t a s k  o f  shaving  i s  completed, the  p r o ta g o n i s t  
n o t i c e s  t h a t  while  h i s  r e f l e c t i o n  has  a c u t ,  he has none.
He advances two p o s s i b l e  t h e o r i e s  f o r  t h i s ,  one us ing  
l o g i c  and an o th e r ,  more f a n t a s t i c  one, i n d i c a t i v e  o f  h i s  
s i b j e c t i v e  n a tu r e  ;
J s e r i a  p o s ib l e  que, debido a ^ l a  gran  rapi^e^z con cue 
e s t a b a  ra s i^ a n d o  (y e l  matematico se aduencT por en te ro  de 
l a  s i t u a c i o n )  l a  v e lo c id ad  de l a  lu z  no a lcance a cu- 
b r i r  d i s t a n c i a  p a r a  r e g i s t r a r  todos  l o s  movimientos? 
aP o d r ia  e l ,  en su premura, a d e l a n t a r s e  a l a  imagen de l  
e s p e jo ^  t e rm in e r  l a  t a r e a  un movimiento an te s  de e l l a ?  
i o  s e r i a  p o s i b l e  (y e l  a i ^ t i s t a ,  t r a s  una breve lucha ,  
logrcT d e s a l o j a r  a l  matematico) que l a  imagen hub ie ra  
tornado v id a  p ro p ia^ y  r e s u e l t o — por  v i v i r  en un tiempo 
descomplicado— te rm in e r  con mayor l e n t i t u d  que su su- 
j e to  externo?105
Although th e  a r t i s t  appears  to  have won the  s t r u g g le ,  in  
th e  long ru n  i t  i s  the  m a th e m a t ic ia n 's  o b je c t iv e  i n t e r ­
p r e t a t i o n  t h a t  p roves  to  be dominant:  a moment l a t e r  the 
p r o t a g o n i s t  sees  blood on h i s  towel .  He has  now accepted 
o b je c t i v e  r e a l i t y ,  w i th  a f e e l i n g  o f  s a t i s f a c t i o n :  "Y 
s i n t i o ” s a t i s f a c c i b n — con p o s i t i v a  s a t i s f a c c i o n — que dentro  
de su alma un p e r ro  grande se h ab ia  pues to  a menear l a  cola."^®^
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The a c ce p ta n c e  o f  o b j e c t i v e  r e a l i t y  by th e  pro­
t a g o n i s t  o f  t h i s  s t o r y  b r in g s  him a contentm ent which i s  
im p o s s ib le  f o r  Eva and th e  p r o t a g o n i s t  o f  "Ojos de perro  
a z u l ,"  because  t h e i r  e x i s t e n c e s  are l im i t e d  to  su b je c ­
t i v e  r e a l i t y .  A lthough o b j e c t i v e  r e a l i t y  can be monotonous 
and u n d e s ir a b le ,  th e  au th or  im p l ie s  t h a t  one must take  
p a r t  in  o b j e c t i v e  r e a l i t y  i n  order  to  a l l e v i a t e  h i s  f e a r s  
and s o l i t u d e .  Sooner or l a t e r ,  the  need to  take p a r t  in  
o b j e c t i v e  r e a l i t y  must dom inate th e  d e s i r e  to  immerse one­
s e l f  in  s u b j e c t i v e  r e a l i t y .
58
CONCLUSION
/
In  the  s t o r i e s  o f  Ojos de per ro  a zu1 , Garc ia  
Marquez examines th e  d e s i r e  to  escape from o n e ' s  c i r ­
cumstances.  P robab ly  the  most f r e q u e n t ly  a t tem pted  es ­
cape i s  from d e a th .  Even th e  though t  o f  dea th  i s  some­
t h in g  t h a t  the  p r o t a g o n i s t s  t r y  to  avo id .  Death, how­
e v e r ,  a s  p re se n ted  by the  a u th o r ,  i s  a p a r t  o f  l i f e  and 
c o n ta in s  many a s p e c t s  (such a s  s o l i t u d e )  which a re  a lso  
e lements  o f  the  p r o t a g o n i s t s '  l i v e s .  Death seems to hold 
an a t t r a c t i o n  f o r  G arc ia  Marquez' p r o t a g o n i s t s ,  an a t t r a c ­
t i o n  which i s  r e s i s t e d  but  u l t i m a t e l y  p r e v a i l s .  Although 
th ey  may t r y  r a t i o n a l l y  to  escape d ea th ,  the  dying people 
in  th e se  s t o r i e s  e v e n tu a l ly  adopt  an a t t i t u d e  o f  r e s i g ­
n a t i o n  to  t h e i r  m o r t a l i t y .
The p r o t a g o n i s t s  a l s o  a t tem p t  to  escape t h e i r  
s o l i t u d e  and f e a r s  by r e t r e a t i n g  i n t o  s u b je c t iv e  r e a l i t y ,  
w hile  G arc ia  Marquez d em o n s t ra te s  the  p o s i t i v e  a s p e c t s  
o f  s u b je c t i v e  r e a l i t y ,  he n e v e r t h e l e s s  i l l u s t r a t e s  i t  as  
an inadequa te  means o f  e scap ing  emotional  to rm en ts .  Ob­
j e c t i v e  r e a l i t y ,  a l though  d e s c r ib ed  as  em otion less  and 
p a s s i o n l e s s ,  a f f o r d s  th e  p r o t a g o n i s t  enough d i s t r a c t i o n s  
t h a t  he may f o r g e t  h i s  n e g a t i v e ,  emotional r e a c t i o n s  to  
e x i s t e n c e .  This  need to  ta k e  p a r t  i n  o b j e c t i v e  r e a l i t y
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dom inates th e  p r o t a g o n is t s *  d e s i r e  to  r e s t r i c t  t h e i r  ex­
i s t e n c e s  to  s u b j e c t i v e  r e a l i t y .  However, w ith  o n ly  one 
e x c e p t io n  (" D ia lo g o  d e l  e sp e jo " )  none o f  the p r o t a g o n is t s  
in  t h i s  c o l l e c t i o n  i s  a b le  to  e scap e  or improve h i s  s i t ­
u a t io n .  G arcia  Marquez i l l u s t r a t e s  t h i s  a s p e c t  o f  e x i s t e n c e  
by u s in g  a v a r i e t y  o f  r e c u r r in g  im ages and p e r so n a l  sym bols.
T h is  t h e s i s  has n o t  a ttem pted  to  compare the  
s t o r i e s  o f  Ojos de perro a z u l  w ith  G arcia  Marquez’ l a t e r  
works. Such a com parison would be v a lu a b le  fo r  s tu d y in g  
th e  developm ent o f  t h i s  a u t h o r ' s  s t y l e  and h as y e t  t o  be 
done in  any d ep th .
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